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ABSTRACT OF DISSERTATION

ANDERS ÅSTRAND:
A PARAGON OF THE MODERN MUSICAL AESTHETIC
Swedish musician Anders Åstrand sustains a career as a performing
soloist and chamber musician, composer for small and large chamber ensembles,
and improviser in a vast variety of styles. His career represents the future within
the musical world as it shifts from the orchestras and concert halls to a society
more interested social media outlets such as YouTube and Facebook Live. His
compositions integrate elements of improvisation in concept and execution.
The primary aim of this study examines the life and career of Anders
Åstrand and the correlation of those influences with his compositional aesthetic.
The secondary objective connects the inspirations and music of Anders Åstrand
with the College Music Society’s manifesto on progressive change for the
undergraduate curriculum.
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PART ONE

1

CHAPTER 1: AN INTRODUCTION AND OVERVIEW
Anders always made his own rules. He’s a musician that makes
everybody sound better. He’s a musical chameleon. He can fit into
any environment and be the best musician in the room. 1

Swedish percussionist Anders Åstrand is the embodiment of the
successful contemporary musician. His success represents a paradigm shift from
a classically trained performer to the new model of a musical professional as a
composer, improviser, and a performer as suggested by the CMS manifesto
published in 2014.2 As a performer, he has toured the world and collaborated
with many eclectic ensembles including: jazz combos, percussion chamber
ensembles, organ or bass duos, and full choirs. His performance aesthetic is
fascinating to observe, as his joy exudes from every element of the performance.
Constantly dancing and grooving, it is impossible to look away.
As an improviser, Anders has developed his own voice in both the jazz
world as well as the world of free improvisation, often moving seamlessly
between the two realms. Anders’ clever exploration of sound provided musical
opportunities in unique venues, including performing music on ice instruments,
tractors, fighter aircrafts, and even an entire building as it was being
inaugurated.

1
2

James Campbell, Interview with the author, January 4, 2017.
Edward Sarath, lead author, Transforming Music Study from its Foundations: A
Manifesto for Progressive Change in the Undergraduate Preparation of music
majors. 2014.
2

His compositions have been performed globally, and feature
instrumentation ranging from a solo mallet keyboard instrument to percussion
ensembles, choirs, or big bands. Anders Åstrand has contributed a great deal to
the world of percussion, and because of his many influences, Anders developed
a style that is remarkably original. His music features a heavy emphasis on
Swedish culture, groove, rhythm, expression and a great deal of improvisation.
Anders Åstrand’s unique compositional aesthetic deserves investigation.
There are two main issues that I would like to address with this research
project. The first issue involves the percussion community’s understanding of
Anders’ musical aesthetic. Occasionally, he is misunderstood as only a jazz
vibraphonist, and I would like to bring light to his compositional style to
demonstrate his vast compilation of influences. His percussion ensemble music
illustrates his interests in improvisation, Swedish culture, and contemporary
percussion literature among many other factors.
The second involves the College Music Society (CMS) manifesto3, written
in 2014, for progressive change to the undergraduate curriculum, pushing the
next generation of music school graduates to be trained as performers,
improvisers and composers in order to be competitive and marketable in the
future musical landscape. My interest in this manifesto goes back to 2013, while
taking a graduate course on preparing for the future of higher education. Ed
Sarath, the lead author of the CMS manifesto, directed this graduate course and

3

Sarath, Transforming Music Study from its Foundations, 2014.
3

inspired his students to further the discussion on the needs of twenty-first
century music programs. Anders’ career as a musician embodies the success of a
performer, improviser and composer. I would like to deconstruct his career,
shedding light on his influences and collaborations that propelled him to be the
model of this new curricular aesthetic.
As a much larger segment of the research than the CMS manifesto, the
study of his influences and compositional aesthetic is devoted to the analysis of
Anders’ percussion ensemble compositions in order to uncover themes and
common threads in his works. Because Anders has composed several works in a
myriad of genres, it is important to narrow the scope to percussion ensemble
literature, and more specifically pieces written in collaboration with the
University of Kentucky Percussion Ensemble and James Campbell. This
connection continues to endure, and these works provide a substantial range of
compositions that span over fifteen years. Through these few compositions
within his larger oeuvre, I hope to showcase improvisation as the main generator
of thematic material and development.
Currently, there is little, documented information regarding Anders
Åstrand and his contributions to the percussion community. No one has done
any detailed research into his life and compositions; however, Martin Wikström
has written a 30-page thesis paper on Anders’ use of improvisation as a

4

pedagogical tool in the collegiate curriculum.4 This brief work, written in
Swedish in 2000 as a degree project to graduate from the Luleå University of
Technology, covers Anders’ teaching styles using improvisation and the affect
that has on students. Martin interviewed Anders as well as two prominent
percussionists from Luleå’s percussion program, Amy Valent and Rolf Landberg.
His results demonstrated that improvisation changed students’ perspectives on
music and interpretation of compositions.
Anders’ own personal website5 and innovativepercussion.com are the few
places online that one may find small amounts of information on his work, both
as a performer as well as a composer. Some references in Percussive Notes – a
leading publication within the percussion community – shed some small light on
Anders as well. The Percussive Arts Society article “PAS Chapters” 6 mentions
Anders and his role in Sweden’s Percussive Arts Society, and the article on Dave
Samuels7 discusses Anders and Dave’s relationship, illuminating some of
Anders’ more predominant influences. Similarly, the small Modern Drummer
article mentioning Anders8 references his international work in workshops and
clinics, providing more basic background information, but leaving a large
research gap to be filled about Anders Åstrand’s legacy.

Martin Wikström, “Improvisation - den levande metodiken: en studie om
slagverkaren Anders Åstrands undervisning.” Thesis.
5 Anders Åstrand, andersastrand.com.
6 Lauren Vogel Weiss, “PAS Chapters” Percussive Notes Vol. 49, No. 1.
7 Lauren Vogel Weiss, “Dave Samuels” Percussive Notes Vol. 53, No. 5.
8 James Hale, "Backbeats: KoSA International Workshops - KoSA Vermont"
Modern Drummer 27, no. 12.
4

5

With regard to the College Music Society’s manifesto, there is some
substantial literature supporting and reacting to the proposal of the future music
professional. Several articles and a book by Ed Sarath are very useful in digging
deeper into integral education as well as the use of jazz and improvisation to fuel
that study. Jennifer Sterling Snodgrass’ article titled “Integration, Diversity, and
Creativity” in the Music Theory Online journal is an interesting resource in crossreferencing the importance of the composer, improviser and performer.
The research for this project focused mainly on two parts: interviews with
Anders Åstrand and score study and analysis of selected repertoire connected
with the University of Kentucky. The interviews with Anders dealt largely with
his influences and training, leading to his success as a composer, improviser and
performer. The four main works analyzed are the four works that have been
premiered at the Percussive Arts Society International Convention. These pieces
were all performed at the University of Kentucky’s showcase concerts for
winning the International Percussion Ensemble Competition. The four pieces
are: “Finding Fossils” (2001), “Kvart i Fyra” (2004), “Bluegrass Bounce” (2007)
and “Bell Power” (2014). These four works form the majority of the analysis and
discussion of Anders’ compositional aesthetic for percussion ensemble during
this period. It is important to note that within the analyses of these works,
certain chord symbols and discussions of brief harmonic functions are included
as it pertains to the style and development of Anders’ compositions. Defining
and discussing these figures is not within the scope of this research project.

6

There are several supplemental avenues of research upon which I
compiled additional information. A large portion of my research was collected
during a research trip to Stockholm, Sweden in December of 2016. This was
partially funded through the support of the University of Kentucky graduate
school. During this time, I was fortunate to live with Anders and his family,
witnessing firsthand his social interactions and daily routines. This trip was
integral in my understanding of Anders’ interaction with others as well as his
incorporation of Swedish culture.
Along with interviews with Anders, I talked in great length with James
Campbell about his interactions with Anders, under the supposition that the
collaboration between the two has been mutually beneficial in expanding their
influences to the global percussion community. Miles Osland also provided
great insight into a performer’s perspective of Anders’ music, as he premiered
the first percussion ensemble piece analyzed in this project. Both Osland and
Campbell have collaborated with Anders in creating premiers, so they were both
able to assist and provide useful insight into collaborating with Anders.
I also looked into the reception of Anders’ compositions within the
percussion community. One way of doing this was through research of reviews
of his compositions in Percussive Notes. “Kvart i Fyra”9 is the only piece reviewed
within the scope of this project; however, there are at least seven other

9

Julia Gaines, “Kvart i Fyra” review in Percussive Notes Vol. 46 No. 5.
7

compositions that have been reviewed or advertised in the journal, providing a
useful background within which Anders’ music could be placed.
The main goal of this project is to increase the percussion community’s
awareness of Anders Åstrand and his overall aesthetic. A successful project will
help to demonstrate his depth as a composer as well as a performer and
improviser. His synthesis of all three manifesto components can hopefully prove
to be the link to his success. I hope to uncover the essential elements of Anders’
performances and compositions that make them enjoyable and unique, and to
bring those features to the foreground of the percussion community. Moreover, I
hope to portray Anders Åstrand’s career as a template for future generations,
establishing his success as a result of his maintaining flexibility within the
musical world to create art through performance, improvisation, and
composition. This is significant to the percussion community as it shows a direct
correlation for the aspiring student to understand the gravity of the College
Music Society’s manifesto. Finally, I end the paper with a section devoted to
quotes and principles that Anders and other professionals share with regard to a
successful career. The future of music professionals is changing, and Anders is
the personification of that ideal.

Copyright © Matthew Ryan Geiger 2017
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CHAPTER 2: COMPOSER BIOGRAPHY
Anders loves through music. The ability for him to open up a person’s
heart and soul through music: that is love in the purest sense. That is
what he does. That is his unique gift.10

Anders Åstrand is internationally recognized for his tours throughout the
United States, Europe, Australia, and South America. Although considered a
mallet specialist, Anders’ excellence in keyboard performance and pedagogy is
only the tip of the iceberg. He is more than a jazz vibe player and not considered
a marimba virtuoso, but I believe his technical mastery and musical abilities
influence the entire keyboard world as he performs and educates across the
globe. His virtuosity extends to many other percussion instruments as well,
whether in classical music, contemporary music, or jazz.
Anders greatly influences many performers, both within the percussion
community as well as other disciplines. His creative ideas and bright outlook on
music and life provide inspiration to many musicians. People with an open
mind who experience his attitude observe high levels of expression, and depart
those passionate feelings to others. In this way, Anders affects countless
professionals and amateurs, continuing to make a difference in this world. 11

10
11

John Wittmann, Interview with the author, January 12, 2017.
Appendix A contains several transcriptions of interviews with the author
throughout the course of a research trip to Stockholm, Sweden in
December 2106.
9

Early Life
Anders Karl Åstrand was born on February 2, 1962 in the small town of
Västervik, Sweden. Anders’ small family of four consisted of his father Lennart,
mother Inga, and older brother Thomas. He spent sixteen years in Västervik
before moving up to Piteå to study percussion exclusively. Although Anders’
parents were not musically gifted, he and his brother were surrounded by music
– mostly from their grandfather.
Anders’ grandfather is one of his most important musical influences
growing up. His grandfather, Alf Johansson, played double bass, trumpet,
French horn and more. He also arranged for his own amateur jazz band. The
band played many styles including, Benny Goodman standards, Swedish dances,
and Polkas. When his grandfather babysat, Anders would sit in the middle of
the rehearsal, surrounded by the members of the band. He may not have known
much, but he knew music.
By 1972, Anders decided to take up his own music training. He already
had small amounts of experience with trumpet and French horn within his
grandfather’s band. Anders started on piano, greatly influencing his approach to
the percussion keyboard instruments in the future. After two years of piano,
Anders decided to play drums as well. His piano teacher took him down the hall
of the lesson building to learn about percussion techniques. This friend was
actually a clarinet player who knew little about drums, mostly only military
signals and rudiments. Either way, this clarinet teacher gave Anders his first

10

practice pad and sticks along with the resources to start learning rudiments. At
this point, he borrowed books from friends, his grandfather, and from his teacher
to learn at his own pace. Anders was mostly self-taught on snare drum in his
early life, and his mallet abilities grew from his piano skill.
There were two other early influences beyond his grandfather in
Västervik: his first piano teacher, Jan Bergström, and a trombone teacher in town,
Bob Henders. According to Anders, whenever Bergström would play piano, it
always sounded great, and that sparked an interest in young Anders. Anders
wanted to learn more about the chords he played, and Bergström would show
him the symbols. Anders started to make the connection between shapes on the
piano and symbols on the page. Also, Bergström taught Anders to improvise on
drums from a very young age, allowing Anders to get into that mindset from an
early stage in his musical training. Bob Henders, on the other hand, helped to
conduct a big band created by Anders. Also according to Anders, Henders
played the trombone beautifully, and Anders wanted his melodic approach and
tone on drums. From early in his studies, Anders Åstrand admired the sound
quality and musicality of his teachers, not just technical proficiencies.
Another musical influence in Anders’ early life included the recordings of
Jan Johansson. Johansson was a Swedish pianist, composer, and arranger born in
1931. His music was highly inventive. His most popular musical contributions

11

were arrangements of folk tunes from Sweden and other countries.12 Folk music
is an integral part of Swedish culture, and Johansson’s influence is evident in
Anders’ music, as Anders often includes elements of folk music within his
compositions, arrangements, and improvisations.
At age 16, in 1978, Anders moved Northeast to Piteå to begin studying
percussion as a career. He applied to Framnås folkhögskola – a folk or
community high school that became a specialized music program to prepare
students for Universities in Sweden. Anders was too young to get accepted at
first, however in October of that semester, someone dropped out and a spot
opened up. So after his parents drove the long 13-hour trip, Anders began his
studies. Framnås is another key location for Anders’ influences and growth into
the musician that he is today. The Dean of the school, Curth Forsberg, was
incredibly helpful in providing confidence to an inspired Anders.
While in Framnås, Forsberg helped introduce Anders to more
performance, teaching, and leadership opportunities. The Dean directed his own
jazz band, and Anders would play drums for the group – there was already a
vibe player in the group, and Anders had not yet found his passion for keyboard
instruments. Forsberg never counted anything in, and he never prepared a set
list for the group. They would just start playing without warning, and after a
few performances, Anders knew how to contribute and understand this style of
jazz. Forsberg also would leave Anders on stage – alone – to play a solo by an
12

Erik Kjellberg and Lars Westin, “Johansson, Jan” The New Grove Dictionary of
Jazz, 2nd ed., Grove Music Online.
12

imaginary avant-garde composer whom Forsberg had made-up on the spot to
challenge Anders’ improvisational skills. This provided Anders with confidence
in his own musical abilities, and it showed mutual trust in the ensemble. On top
of these performances, Forsberg asked Anders to help teach a summer program
with other professionals. Anders gained additional confidence, trust, and
experience. These diverse performance and teaching opportunities occurred
throughout his residency in Piteå as a student.
Another influential character in Anders’ upbringing was Stig Arnorp, a
percussionist with the Swedish Radio Symphony and the percussion instructor at
Framnås and the University in Piteå. Stig grew up in the military-drumming
tradition, although he was a trumpet player. In previous Swedish military
traditions, every musician learned the basic drum technique and regiment
signals before switching instruments. After his service, Stig was a founding
member in the Swedish Radio Light Orchestra; however, they had no
percussionists. Another member recalled that Stig was excellent with the calls
and signals, so Stig agreed to move to the percussion section. Because of this, his
drumming was always great. However, without a keyboard or piano
background, he had a difficult time performing and teaching mallet percussion.
When Anders wanted to learn more about four-mallet technique, Stig could only
suggest a few books or articles. Knowing that Anders had skills with piano
sight-reading and chord symbols, Stig entrusted Anders to push himself, giving
Anders even more confidence.

13

After three years, Anders graduated from Framnås to the Piteå School of
Music, a department within the Luleå University of Technology. From 1981 to
1984, Anders worked to complete his Masters of Fine Arts degree. During this
time, he also participated in the army band for over seven months because of the
military service requirement in Sweden at that point in history. In 1983, Anders
spent those seven and a half months in Stockholm with the army band, learning
the calls and signals on the drums as well as glockenspiel passages and other
important military training. It was also in 1983 that Anders met his future love,
Anne Stigell.
At the School of Music in Piteå, Anders enrolled in the teacher program
instead of a performance program. He worked extremely hard to change the
perspective that students in the teacher program should not focus on virtuosity.
Most students in the teacher program practiced a little of every instrument, but
Anders wanted something beyond that basic training. He wanted to become
more than just proficient: he wanted excellence.

Pursuit of Excellence
In 1985, Anders moved to Stockholm, starting a part-time job in a town
called Norrtälje, about 70 Kilometers Northeast of Stockholm. He travelled there
two times a week to teach novice students from beginners to 16 year-olds.
During this time, he also maintained a very active freelance career, performing
with the Swedish Radio Symphony (starting back in 1982), playing as an extra

14

with Kroumata13, collaborating with choirs, or swinging with a jazz trio. He also
played in the Swedish Radio Light Orchestra, which would meet once a month to
rehearse and record.
In 1988, Anders began a huge part of his career accepting a part-time
teaching job at the school of music in Piteå, his own alma mater. He taught there
for fourteen years until he left in 2002. This University provided a variety of
opportunities for Anders to record and to collaborate with organists and choral
faculty. He also collaborated with artists and dancers in the Northern region of
Sweden, which led to music performed on ice instruments, fighter jets, and
tractors.14
The following year in 1989, Anders, a trumpeter, and a keyboardist
formed a trio. They mostly improvised over Bach and medieval music, but also
composed their own music. Anders started to compose for trios at this point.
This group was an excellent catalyst for his performance career because it caught
the attention of public television. At that time, exporting cultural products was
nationally important, and Anders’ trio was a great representation of the music
occurring in Sweden. Eventually the piano player became more interested in
commercial music, so the group broke up and each member went his own
separate way.

Kroumata is a Swedish percussion ensemble founded in Stockholm in 1978,
and one of the most significant ensembles for contemporary repertoire
and performance.
14 For a detailed explanation of these collaborations, listen to the podcast,
“@ Percussion Episode 30 with Anders Åstrand”.
13

15

At this point in the early 1990s, Anders became more passionate with the
marimba and vibraphone. According to him, the vibraphone was even more
attractive because of its ease of transport and flexibility within various groups,
often comparing it to a piano. However, he would never fully abandon his early
drum training, regularly combining elements of drumset with the vibraphone
and marimba to create his own multi-percussion setups.

The Many Adventures of Anders Åstrand
Anders formed many other trios and chamber groups throughout his
career after his first foray with the trumpet and keyboard players back in 1989.
Another early example that propelled his international career was a trio with two
saxophonists. Susan Fancher and Mark Engebretson were both American
performers living in Sweden, and the trio played both composed and free
improvisations. Eventually, those two saxophone players left Sweden to study at
Northwestern University in America, eventually introducing Anders to Michael
Burritt. In 1997, Burritt introduced Anders to several other American
percussionists in an effort to expose Anders to the rest of the percussion
community. This led to Anders’ international emergence at a Percussive Arts
Society International Convention, where Anders presented a clinic and
performance.15
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During this initial trip to the United States, Anders also met James
Campbell at the University of Kentucky as well as doctoral candidate Michael
Gould, currently a professor of Jazz and Contemporary Improvisation at the
University of Michigan. Gould is another influential figure in the evolution of
Anders’ improvisational performance career. The two originally formed the
group Cashew around 2000, with Gould on drums and percussion and Anders
on vibraphone and marimba. Since the inception of the group, Cashew has
performed and recorded with a variety of additional artists, including Miles
Osland on saxophone, Brad Townsend on bass, and Greg Laman and Chris Peck
on computers.16
Before travelling to the States, Anders formed The Like One trio in 1996
with Björn Meyer on bass and Martin Löfgren on drums. According to Anders,
this trio had the most potential for success if it had not broken up due to
members going their own ways. Like One used free improvisation as a means to
create entire concerts, blending perfectly with Double Image – percussionists
Dave Samuels and David Friedman – during a 1999 tour of Sweden.
This tour led to another collaboration, Mallostrings. This quartet featured
Anders and Dave Samuels on mallet keyboard instruments along with Anna
Dager and Hanna Ekström on cello and violin, respectively. Anders and Dave
Samuels have a special relationship that grew through these collaborations. In
2015, Anders spent weeks preparing and recording Samuels’ music. Percussive
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Notes mentions this recording project within the biography of the individual
members of Double Image17 – 2015 inductees into the Percussive Arts Society
Hall of Fame. Steve Houghton described this recording project – with Anders
Åstrand, Steve Houghton, Jeremy Allen, and John Wittmann – as “a very
spiritual three days of music making. It was very inspiring and rewarding.”
One of Anders’ current trios combines his love of choral collaborations
with improvisations. He frequently performs with Mattias Wager, an excellent
keyboardist and organ improviser, along with singer Gary Graden to create
uncommon musical experiences in a cathedral. The three will perform
completely improvisatory adaptations of traditional hymns while separated by
great distances throughout the church. He enjoys this because both Mattias and
Gary come into each scenario with no sense of entitlement or prestige, they
simply want to make music and enjoy the experience with each other. “It’s like
three kids who meet and play.”18
Figure 1: (Left to right) Anders, author, Mattias
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Vibes & Bass is another current duo that influences Anders Åstrand, with
Mikael Berglund on electric or acoustic bass. Anders and Mikael have been
playing together for years, officially starting the duo in 2009. Mikael also
provides Anders assistance with mixing and mastering, often creating highquality, great sounding recordings that Anders produces and releases.19
Multiple collaborators mention the enjoyment of playing with Anders
Åstrand, from percussionists in Sweden who travel to the US with him, to college
educators that invite him to their campus, including Michael Burritt, Julie Hill,
and Brian Mason. In a phone conversation with James Campbell, director of
percussion studies at the University of Kentucky, one of his most memorable
interactions with Anders occurred during a recording sessions for their group
the Skål Trio, with Evaristo Aguilar. When discussing Mythological Creatures, a
recording from 2014, Campbell said, “that was a whole week, and it was a lot of
fun. Recording music and just hanging out.”20
Along with his performance abilities, Anders exhibits significant
marketing and entrepreneurial skills. Anders works for the Avedis Zildjian
Company as an International Education Orchestral Consultant; he started in
2008. He truly enjoys this job, as he works to bring excellent equipment to areas
of Europe that cannot easily provide those cymbals. With this job, he brings over

For a great example of Vibes & Bass, check out Frantelunia, with music
composed and produced by Anders Åstrand and Mikael Berglund.
20 James Campbell, Interview with the author, January 4, 2017.
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one hundred cymbals and gear to students or professionals to test, purchase or
add to a wish list for later. Below is a picture taken during one of these events:
Figure 2: Zildjian Day at the Royal College of Music in Stockholm, Sweden, December
16, 2016. Photograph courtesy of Benoît Derrier

Along the lines of his organizational, entrepreneurial, and marketing skills,
Anders has been a member of the Percussive Arts Society Board of Directors and
a chapter president of the Swedish Percussive Arts Society.
Anders is also highly sought after for his compositions. He has been
commissioned by several various chamber ensembles and choirs; including the
Spanish percussion ensemble Amores who commissioned “Rauk” in 1999, Janis
Potter’s Marimba All-Star ensemble, the University of Kentucky Percussion
Ensemble, and Louisiana State University Percussion Ensemble. In both 2000
and 2001, Anders was commissioned to compose music for ice instruments to be
performed by percussion ensemble. This commission would later lead to a
recording by the Global Percussion Network, Ice Dance.

20

The Global Percussion Network is a business identity for Anders as well
as an ensemble with varied personnel. The original percussionists in the group
included Daniel Saur and Rolf Landberg. The Global Percussion Network was
selected to perform at the Percussive Arts Society International Convention
(PASIC) in 2002. He has performed numerous times at PASIC, including
performances in 2003, 2011 and a performance with Soundscape in 2016.

A Week With Anders
During a one-week research trip to Sweden, I was able to witness Anders
in a variety of scenarios, along with several people who influence his personality
and creativity. One of the greatest influences is his supportive and wonderful
family. Beginning with Anne, who constantly provides support for his decisions,
Anders has surrounded himself with love. “Anne has the most incredible
positive attitude, and it’s totally amazing.”21 Along with her brilliance, she
brings additional cultural knowledge and heritage to their family. Their
daughters, Tove and Emma, also provide additional encouragement and
support.
Figure 3: (Left to right) Anders, Emma, Tove, Anne
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According to Anne, his two biggest influences are “the outdoors and
boats” (along with coffee of course).22 Sweden provides opportunities for both
beautiful landscapes and water adventures.
Figure 4: Picture taken of Stockholm, Sweden during the last day of the research trip

Beyond Stockholm, Anders’ Gotland summer home acts as another great
influence. Gotland is Sweden’s largest island, located South of Stockholm. On
summer trips to Gotland, Anders loads his car with his vibraphone, marimba,
drumset, and recording equipment. The first thing he does when he and his
family arrive? He sets everything up.
Along with his immediate family, several other members of Anders’
family still impact his life greatly. His cousin, Lars Johansson, provided a
solution back in 2013 when Anders needed a new place to practice. This proved
to be highly influential on Anders’ music as well as his perspective on his
decisions to focus more on his own projects. Lars is an independent contractor
operating his own construction company. Lars’ self-employed mentality is very
similar to Anders’ perspective. This gave Anders more support and confidence
22

Appendix B: Journal Notes.
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to do his own work and produce his own high-caliber music. Lars also provided
rooms to rent in a building twenty minutes outside of Stockholm. The following
pictures are of the practice room, but Anders rents two additional rooms for his
office and Zildjian equipment:
Figure 5: Studio picture to see the microphone setup as well as marimba and vibraphone

Figure 6: Drumset in Anders' studio with lots of great cymbal colors to play
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His brother Thomas is also a music educator in the Southern region of
Sweden. Thomas works with young students who are beginning to learn about
music. Tuba and flute are his primary instruments; however, Thomas still
exhibits interest in learning more about percussion and pedagogy to better reach
his students. The influence on Anders is clear: growing up in the same room
cooperatively, practicing together, and learning to work around each other’s
schedules. Similar to Anders, Thomas is a compassionate teacher.
His family extends to the United States as well, with several “brothers”
that share his musically adventurous spirit and positive outlook. This includes
both Michael Burritt and James Campbell, who have worked with Anders for
almost twenty years. Burritt and Campbell both teach in distinct ways, but often
arrive at the same musical conclusion. The three regularly accept that there is
more than one way to do anything, and reaching out for newer knowledge is
advantageous. A comparison can be drawn with the University of Kentucky
men’s basketball coach John Calipari, “They see that their coach reaches out for
help. It doesn’t make me weak; it makes me better at everything I do.”23
Back in Stockholm, the live music scene has declined significantly over the
last several years, but there are still individuals making great live music. One of
those musicians, Jan Levander, regularly performs creative and challenging
arrangements of Swedish folk music and original compositions. On December
12, 2016, his Septet performed several Swedish Christmas Carol arrangements,
23

John Calipari and Michael Sokolove, Players First: Coaching From the Inside Out
(New York: The Penguin Press, 2014), 230.
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each with its own unique style using consonance, dissonance, simplicity and
complexity. Anders also performs in the city, often improvising with Mattias in
churches and cathedrals, but also in several other venues. On the particular
Wednesday night of the research trip, Anders was performing in a trio with
Robert Werlandsson and Thomas Wingren at the Grand Central by Scandic
Hotel in Stockholm.
Figure 7: Anders, Robert and Thomas performing at Grand Central Hotel

In another city, Örebro, Anders and a former student of his, Daniel Berg,
teach at the University. Daniel is the primary percussion professor and Anders
only teaches a few times a semester, but his influences are apparent in the
students and the positive environment. Anders regularly performs with Daniel –
this can be heard on their recent successful collaborative album, Framework.
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Figure 8: Anders and Daniel performing “Night in June”

As well as performing with Daniel, Anders often performs alongside the
students at Örebro, providing inspiration, confidence, and joy.
Figure 9: Anders working with his students in Örebro

The research trip was designed to gain a perspective on the typical day for
Anders Åstrand. There is no typical day for Anders. One week he could be in
Stockholm and the next, London or the States. Between his family, friends,
supporting the arts, and performing and practicing, Anders Åstrand maintains
an eventful, diverse daily routine.

26

Drive
Why does he do what he does? According to Anne, it breaks down into
“passion, pride and joy.”24 Passion that has been driving him to practice and
perform for well over forty years; pride in his sound, his performance, his
instruments, his family, his improvisational and compositional voice, and his art;
and joy in overcoming obstacles and learning to fly.
“Sweden is a choir country.”25 Anders never sang in choirs growing up
like many other children in Sweden, nor did he play football (soccer). Instead, he
played in bands and performed with choirs. Anders always felt that the
vibraphone and marimba were an extension of the voice and a color that blends
with the organ, making it a perfect fit for backgrounds and accompaniment in
Swedish choral music. Those who have heard his music know his soaring
melodies that sing over rhythmically complex passages. Those that have worked
with him as a teacher know his ability to raise a student’s awareness through
singing. Choral music and culture drastically impact Anders Åstrand and his
music and personality.
The final and most important element is Anders’ compassion. He is a
supportive colleague, musician and friend. Those who know Anders know his
caring heart and his unrelenting encouragement. When he rehearses, he avoids
individual negative attention; but rather, he maintains a positive environment
and continues the rehearsal to improve everyone’s confidence. Directly related
24
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Anne Stigell, Interview with the author, December 13, 2016.
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to Curth Forsberg’s rehearsal techniques while Anders was studying in Piteå,
this positive attitude tends to bring out the best performances from everyone.
He is also an honest person, which translates to his business and music as well.
“Honesty makes good music.”26 Anders Åstrand is a person of high integrity
and morals, and a person on whom all can trust. “Anders plays how he lives.
What you hear and experience is a direct result of his being really truthful about
who he is.”27
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CHAPTER 3: THE USE OF IMPROVISATION TO CREATE
COMPOSITIONS
I have always been overdubbing. Even before buying all of the
recording gear that I own now, I always recorded at least one part. I
did that and I played along.28

In order to better understand the music of Anders Åstrand, it is important
to understand his compositional process. Anders favors a cumulative, looping
method that contributes to his overall aesthetic. This helps to understand the
structural building blocks, the use of improvisation, and the layered repeats that
are commonly found in his music. The following compositional techniques were
discussed in detail at his studio in Stockholm, Sweden using a variety of
demonstrations and musical examples discussed below.29
The first step in any of Anders’ compositions begins with inspiration.
This could be anything from a boat ride in the archipelago, to a pattern that sits
nicely on the marimba. For the purposes of this project, he begins with a simple
sticking that lays nicely on the marimba in the key of D minor:
Figure 10: Improvised riff in D minor

After a few minutes improvising with this pattern, he starts to hone in on some
related ideas. These ideas become developments, anything from moving inside
28
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voices, to changing the top melodic note, or to moving the lower note to form
new harmonies. In this case, he begins to search for an interesting harmonic
progression that connects these improvised shifts. After improvising more
within the D minor pattern, he lands on this next pattern in a Bb 7 tonality:
Figure 11: Riff moved to Bb7

With these thoughts connected, he quickly lands on two other appealing
harmonies: F minor and Db 7:
Figure 12: Riff moved to F minor

Figure 13: Riff moved to Db7

At this point, the relatively basic idea establishes itself within these
sixteenth note patterns. It is important to note the sticking, because that element
provides the essential component of groove. This should not sound like straight
and even sixteenths; but rather, a slightly swung version in which the nature of
the sticking emphasizes certain notes.
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After the preliminary pattern is established, Anders looks for a bass line.
The bass provides much of the overall style and feel for Anders’ music. Perhaps
he wants a bass part with the same amount of notes as the patterns above. A
bass passage with more notes and more activity provides the piece with a great
sense of forward momentum and turmoil. On the opposite end of the spectrum,
a very open and syncopated part counters the main pattern, providing an
excellent pocket for the entire ensemble. A sample of Anders’ bass pattern is
included below:
Figure 14: Improvised Bass to complement riff

Once he settles on the basic idea of the piece with these two elements, it is
time to begin recording everything. In order to do that, he uses his recording
interface.30 The Zoom R24 provides Anders with eight preamps for
microphones, useful effects like reverb and delay, and twenty-four tracks on
which to record. It is the perfect portable studio for his projects.
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The Zoom R24 is a perfect portable production studio, providing a recording
interface, mixer, midi controller, and sampler in one package.
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Figure 15: Zoom R24 connected in Anders' studio

Anders creates loops on the R24, combining and mastering them on this
device. Then, Anders listens back to these recordings to find patterns and
passages to generate complete compositions. Two CM3, Line Audio smalldiaphragm condenser microphones31 are placed over the vibraphone. Two are
placed over the marimba, and two are placed higher above the marimba to create
a stereo room microphone pair for recording solo marimba and also additional
marimba loops. This setup provides insight into Anders’ frequent use of two or
three marimbas and one vibraphone. That is how he hears the instruments in his
head and in his studio. Although the instruments are the same, the music is
never a carbon copy.32
The process of recording ideas starts by preparing a click track. In
avoidance of an obnoxious, unmusical metronome, Anders uses a drum
machine, a practice pad with sticks, or a drumset with brushes to give the
31
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recording more life and phrase direction. Playing with a musical metronome
allows for relaxation and creativity before the recording of the piece ever begins.
The pattern used for this particular project is below:
Figure 16: Pattern to be played on practice pad, replacing a metronome

This particular pattern is interesting because it gives added emphasis and drive
on every up-beat and even greater phrase direction to the end of every bar.
After Anders records the pattern for five minutes, he is ready to add
structural components to the piece based on the patterns discussed previously.
Anders chose a bass line he enjoyed, and several harmonic options for the
original pattern, so all he really has to do is pick an order at this point. Writing
on a piece of paper, he jots down:
Figure 17: Harmonic progression for improvised ideas (each chord lasts four bars in 4/4)

D–7 | - | - | - |
Bb7

|-|-|-|

D–7 | - | - | - |
F–7

|-|-|-|

Db7

|-|-|-|

Anders presses record and begins to play. The process of building the
piece begins with the first pattern in D minor. With each repeated bar – even
within the four bars of each harmony – Anders improvises creative adaptations
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of the pattern within the local key33 to discover fresh ideas later in the
compositional process. Even though the beginning patterns were so basic and
repetitive, Anders plays with incredible variety within each bar, rarely repeating
the same idea twice. After three repeats through the entire structure, Anders
adds a small two-bar coda and stops the recording. This left about three extra
minutes on the prepared practice pad recording to be used later in
demonstrations to discuss additional compositional techniques.
After the first layer has been programed into the Zoom recorder, Anders
restarts the loop and adds another layer, this time adding the bass marimba part
also described previously. Even though he begins with a preconceived basic
pattern, he improvises and adds melodic lines or octaves with good voice
leading to create rhythmic and harmonic combinations countering and
complementing the already rhythmically complex marimba part. The reason for
the variation is simple. According to Anders, “I try to figure out different kinds
of bass lines, and then you hear it. What works and what will not work.”34
Anders adds the vibraphone next, beginning with a low-to-high glissando
over the entire keyboard to start the piece with a wash of sound. Anders uses the
three repeats to improvise over the chord structure in a variety of melodic and
harmonic ventures, often switching roles between a comping instrument and a

For this project, every harmony shifts on after four bars, creating a new key
signature for those four bars. Often, Anders moves to unrelated keys to
counter expectation.
34 Anders Åstrand, Interview with the author, December 13, 2016.
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melodic soloist. Below are two examples to give an idea of the various figures
used on the vibraphone for this piece:
Figure 18: Improvised vibraphone idea 1

Figure 19: Improvised vibraphone idea 2

The looping process finalizes with the addition of a counter melody on the
high end of the marimba. This would be considered a two-mallet part, and the
only part where Anders rolls.35 Below is an excerpt taken from the first four bars
to understand the style and material used in this voice:
Figure 20: Additional third marimba voice

At this point in the compositional and improvisational process, Anders is
finished creating a piece from the combination of voices, allowing him to take
ideas that he enjoys and develop them further. This is only the beginning of his
creative process. Anders can also start to find a soaring melody through singing
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These rolls are produced through unmetered tremolos on one note, allowing
for the marimba part to sustain and crescendo through longer notes.
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over the marimba pattern. Feeling that the voice naturally guides from one note
to another, Anders will often use singing as a compositional device as well as a
pedagogical tool in lessons teaching both improvisation and phrasing.
The practice pad click track can be used in other ways to compose new
works or ideas. One example includes a free-structured style that weaves in and
out of tempo. While the practice pad track is looping, Anders records a full three
minutes of improvised vibraphone ideas. Some ideas sound firmly established
in the pulse of the click track, while others freely float out of time. Without
listening to the click track, an audience member would have no reference to
tempo, yet it would sound grounded. A fundamental element in most of
Anders’ music is groove. Even in music that flows out of time, he is always
referencing a groove in the background.
After recording the vibraphone, he moves quickly to the marimba to
improvise his own duet with the freeform vibraphone piece. Again, without
knowledge of the click, the marimba and vibraphone share a conversation in
empty space yet somehow mysteriously related to a tempo. From this related
process, Anders listens and finds sections or phrases that jump out and interest
him, and then he can develop those individual ideas further and make complete
compositional ideas after.
This overdubbing process also allows Anders to practice playing with
others. This is an easy connection as to why Anders has become such a strong

36

and supportive collaborator. He works incredibly hard to create music, whether
improvised or composed, that brings out the best in all players.
Anders’ use of new colors and implements is another small way of
improvising new musical ideas. Whether striking an egg shaker on the bars of a
vibraphone or covering the whole instrument in bubble wrap, Anders constantly
seeks and finds new ways to create individualized colors and textures. From
ping-pong balls to maracas, brushes to orange kitchen whisks, the compositions
of Anders Åstrand contain unpredictable and atypical combinations that
constantly interrupt the standard expectation of percussion instruments.
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CHAPTER 4: MUSICAL EXAMPLES
[Anders] always finds some kind of simple concept and develops a
composition from that. He starts with a simple pattern, improvises on
that, and sees how it develops.36

Anders began writing for large percussion ensemble after his second
daughter, Emma, was born. Before, Anders wrote many compositions for trios,
chamber ensembles, and choirs. The full percussion ensemble compositions
came together through inspiration from his daughters as well as international
collaborations. He spent many nights awake as a caretaker, drawing inspiration
from the night or sounds at the hospital.37
Anders’ main compositional aesthetic is collaboration. He rarely writes
for a stand-alone solo voice. One of the many reasons he is commissioned is due
to his successful use of several people in an ensemble. With open performer
number requirements38, his works allow for an entire ensemble to perform on
stage as long as they fit. Even when accompanied by other instrumentalists, his
concerto-style works often integrate the soloist within the ensemble. According
to a review in Percussive Notes of the piece “Three Seconds to D”, Michael Combs
writes, “Although designated as being written for ‘solo marimba and three
mallet players,’ the solo marimba part does not stand alone and is an integral

James Campbell, Interview with the author, January 4, 2017.
The theme of “Purge” is written based on the sounds of his daughter’s
heartbeat monitor. The majority of the piece was composed at the hospital.
38 For example, Anders writes for four choirs of six people or more.
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part of the quartet…It is best considered as a mallet quartet featuring the first
marimba part.”39 Because of his inclusion of all members of an ensemble, dense
textures pervade most of Anders’ music, sometimes homophonic in nature and
sometimes polyphonic. It is up to the performer or director to sift through the
material and bring out the important voices to make the music sing.
Anders does not have a favorite chord progression or formal structure
that he tends to use more often than others. When asked about his harmonic
progressions, Anders responded with, “I have no respect for the circle of fifths
and all that stuff. I think it is fun to jump from something expected.”40 But Anne
quickly added, “I would say that [Anders] has a great respect for it, because [he]
knows what it is but doesn’t use it.”41
Anders clearly prefers certain tonalities and modalities based on the
idiomatic nature of his improvisations and his technique. For example, he enjoys
working in the Mixolydian42 mode. In the same conversation above, Anders
mentioned:
I really like Mixolydian chords because Mixolydian can go anywhere
to me. I don’t really like major seventh chords as much. Like
Debussy, using so many major seventh chords: so beautiful, but it
doesn’t get that tension. But Mixolydian is the happiest world to be in
for me, and it has a tendency to go that way. Also together with the
Dorian mode, I like those combinations. Because it gives that dark
mode into the happy mode: all the time, back and forth and back and

F. Michael Combs, “Three Seconds to D” review in Percussive Notes, Vol. 43,
No. 3.
40 Anders Åstrand, Appendix A: Interview with the author, December 17, 2016.
41 Anne Stigell, Appendix A: Interview with the author and Anders Åstrand,
December 17, 2016.
42 Major scale with a lowered 7 th scale degree, used within a dominant harmony.
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forth. Many times it comes naturally, you stand and try different
paths. So it really comes from inspiration when you are standing there
and playing.43

That explanation reveals the meaning behind the shifts from Dorian to
Mixolydian in so many of his works, but it barely scratches the surface on his
compositions. Below are four brief examples of Anders’ use of looping and
improvisational additions to compose works, based on analysis and
conversations with him.
All four pieces were commissioned and performed by James Campbell
and the University of Kentucky Percussion Ensemble as winners of the
International Percussion Ensemble Competition for the Percussion Arts Society
International Convention (PASIC). There are several reasons why Campbell
commissioned Anders so frequently:
What I was looking for was a way to get everybody on stage. He
seems to make it work all the time, he seems to be really good at that.
The things that run through all these pieces are: it’s about groove, it’s
about finding the right balance and blend, and it’s about finding new
colors. Also, I like his sense of harmonic momentum; he always has
long melodic lines that fit above the percussive groove. His music is
all about groove, and I think we don’t have a lot of pieces in the
repertoire like that. It’s important that students and audiences get to
feel groove without ostinatos, without it being Latin music, or without
it being Rock and Roll. His pieces are fresh that way. He’s not a
cookie cutter composer. Because they always hear marimbas and
vibes, people think that it sounds similar. I think every piece he has
written for us has stood on its own and has meaning behind it.44
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Finding Fossils
The first piece, composed in 2001 for the PASIC in Nashville, Tennessee, is
“Finding Fossils”. Anders composed the piece for fourteen mallet instruments,
three percussionists and a flute solo originally performed by Miles Osland,
professor of saxophone at the University of Kentucky. Osland and Anders’
relationship started around 1998 when Anders came to the States and presented
clinics in Kentucky. Since then, Osland and Anders have performed numerous
times, including a current collaboration with Mikael Berglund and Michael
Gould, E/N/D.45 In terms of “Finding Fossils”, it can be helpful to start with the
program notes written by Anders:
Composing music is comparable to finding fossils. You come across
some specimen you like, and realize there must be more just as nice.
After a while you have quite a nice collection, and your quest for more
becomes more intense and energetic. Some hours later, your bag is
filled with specimens that give you great pride and you feel that you
really must share this with your friends. 46

In the piece, fossils are portrayed by individual patterns layered together, as
represented in the previous section on improvisation and composition. Once
Anders discovered the basic idea of the work, he started to compose the entire
piece in a similar process. According to Anders, “The piece starts in the
marimba. So I was thinking, just make a bolero style. So the marimba is the
replacement for the drum. And then everything around that just grows.”47 The

Miles Osland, Interview with the author, January 4, 2017.
James Campbell, PASIC Showcase Concert, 2001. Program Notes written by
Anders Åstrand.
47 Anders Åstrand, Appendix A: Interview with the author, December 17, 2016
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piece is actually in the style of Ravel’s “Bolero” – a fifteen-minute crescendo of
overlapping themes and patterns.
The compositional ideas began with the following marimba pattern:
Figure 21: Anders Åstrand, "Finding Fossils", m. 1

From this pattern, Anders crafted a four-bar repeating phrase structure like the
example in the previous chapter. Totaling forty-eight bars, this progression was
significantly longer using the following chord structure:
Figure 22: Harmonic structure of "Finding Fossils". Each chord lasts four bars

F minor 7 | E major |Db minor 7 |F# minor 7
G 7 | Bb 7 |B 7 | E 7
C 7 |Eb 7 |D 7 |Ab Major
The piece repeats that chord structure five times; however at the very end, the
D 7 harmony acts as a Dominant chord in the traditional sense as it leads to a
perfect authentic cadence in G Major instead of Ab. A quick analysis of the chord
structure demonstrates interesting half-step, chromatic mediant, and perfect
fourth relationships within the fairly simple harmonies.
Anders composed the solo flute part by singing a melody while practicing
the marimba part. For this reason, the flute melody is well connected to the
marimba part and highly directional, with long held notes that resolve into new
harmonies and quick leading figures that bring out the colorful shifts.
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Throughout the opening flute solo, the three percussion parts are the only
additional voice, adding finger cymbals.
As a suspended cymbal swells into letter A, five additional voices join in,
all at mezzo-piano or less in dynamics. A percussionist enters with an udu drum,
accenting the marimba line that is now tripled in three octaves with a vibraphone
and xylophone. The two bell players also add in, with a challenging four-mallet
part that creates a composite counter melody to the original flute line. These two
parts create a hocket pattern:
Figure 23: Anders Åstrand, "Finding Fossils", mm. 49-52

Another cymbal swell leads the ensemble into the third harmonic repeat,
this time adding a rhythmically intense bass marimba line, arranged in two
separate parts. This allows for more momentum moving forward as well as an
interesting juxtaposition of duple and triple feel over the original marimba line:
Figure 24: Anders Åstrand, "Finding Fossils", m. 97
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A vibraphone doubles the solo flute line, adding an octave below as well.
Additionally, a percussionist with brushes on a cymbal adds more rhythmic
elements. The most interesting component in this third repeat comes within the
marimba II voice, using the middle range of the marimba to create a feel of duple
meter over the triple feel that is played in all other instruments:
Figure 25: Anders Åstrand, "Finding Fossils", m. 97

However, that only occurs during the first two bars. After this interesting
interjection, the marimba II becomes a tertiary, repetitive layer functioning more
as harmonic support:
Figure 26: Anders Åstrand, "Finding Fossils", m. 101

Finally, at letter C, all players enter and the big Ravel-style crescendo
begins, “from C to D always crescendo.”48 Both crotale players enter, an
additional xylophone and two vibraphones enter, and a percussionist adds on
bongos, accentuating a duple feel on the first half of the beat and then a triple feel
on the second to support the bass marimba line. The crotale parts use string bass
bows and mallets to bring out various notes and rhythms of the flute solo. The
48
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xylophone passage provides a virtuosic, syncopated complementary line, which
is juxtaposed against a complicated vibraphone passage. The other vibraphone
simply doubles and adds an octave layer to the marimba II voice. Once all voices
have entered and crescendo, all that is left is to take the patterns – full blast – to
their completion at the end of the piece in G major.
It is easy to connect the looping compositional technique with “Finding
Fossils”. Each voice enters and then repeats. Every part is related to the
beginning marimba pattern, accentuating, complementing, or complicating the
original improvised idea. It is also a great way to build a large-scale crescendo,
as each voice adds another dynamic layer, allowing the music to build to a strong
and enjoyable conclusion.

Kvart i Fyra
The second piece to discuss is “Kvart i Fyra”, composed in 2004 for the
PASIC showcase concert in Nashville, Tennessee. This is an ideal piece for a
very large ensemble because it is written for eighteen percussionists or more.
According to the program notes written by Anders,
The setup is for four choirs of instruments: steel pans, metal keyboards
and xylophones, marimbas, and orchestral percussion. Jim asked if it
could be written for 19-23 players so that the entire studio could be
involved. I had the whole summer and I tried some ideas but only
produced about 8 bars. Suddenly in August everything came together
as I had additional ideas everywhere on small papers and in my
head.49
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James Campbell, Showcase Concert, 2004. Program Notes written by Anders
Åstrand.
45

From that moment, Anders could not stop writing out the piece, with help from
Daniel Saur, his copyist, engraver, and Global Percussion Network collaborator.
They finished writing the piece at 3:45 in the morning, giving the title the
Swedish translation of “a quarter-to-four”, or “Kvart i Fyra”.
“[Kvart i Fyra] was really only based on the first four melodic notes you
hear in between the drums and percussion. That’s the whole piece. And then
everything starts to fly in your head.”50
The piece can appear very dense; and without proper interpretation of the
lines, the ensemble can start a shouting contest between the various choirs. If
everyone thinks all notes are created equally, then the audience has no way of
finding melodies and music through the thick texture. In a brief conversation
with Anders while driving through Stockholm, he added this information to the
piece:
The thing to work on is the phrasing. It can be very difficult if the
players avoid fitting within the phrasing of the bass line, which is one
of the central figures of the compositional process for this piece.
The more I can get the drummers to be more melodic and the more
you get the attention of those players, everyone else in the ensemble
starts to pay attention to the piece, to play more melodically. What
happens is that people think, “oh, it’s just a drum part.” There is a big
difference between someone playing very square sixteenth notes with
no direction and phrasing versus someone who can play the same part
and make it sing.51

The piece begins will all players striking a C 7(#9) chord, or one of four
notes: C, E, Bb, and Eb (enharmonic to D#). The percussion part is the same

50
51

Anders Åstrand, Appendix A: Interview with the author, December 17, 2016.
Anders Åstrand, Interview with the author, December 18, 2016.
46

rhythm that Anders used as a click track in the previous chapter, with some
added accents for interest:
Figure 27: Anders Åstrand, "Kvart i Fyra", mm. 1-2

The second chord moves up a half-step, to a Db 7(#9) chord: Db, F, B (enharmonic
to Cb) and E. A melodic tom-tom part is also added in the fifth bar, creating an
interesting conversation with the snare drum part from before:
Figure 28: Anders Åstrand, "Kvart i Fyra", mm. 5-6

The third chord moves up another half-step, to a D 7(#9): D, F#, C, and F
(enharmonic to E#). In addition to the harmonic half-step shift up, Anders adds a
rhythmically complementary cymbal part – played with plastic brushes to create
an more articulate sound – to the other percussion parts:
Figure 29: Anders Åstrand, "Kvart i Fyra", mm. 9-10

To complete the pattern, Anders moves up one more half-step with all pitched
instruments into an Eb 7(#9) chord: Eb, G, C#(enharmonic to Db) and F#. The final
addition is the bass drum, which helps ground the percussion, as well as create
an interesting composite rhythm with the rim:
Figure 30: Anders Åstrand, "Kvart i Fyra", mm. 13-14
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With all parts and players involved, the entire ensemble crescendos to the
first main impact on beat four of measure 16, and then the piece begins to
develop. The opening four chords are used often as motivic elements, frequently
starting on beat two through the following downbeat. The first part of the piece
(up to letter C) is composed similar to the process described previously, and the
opening pattern is the same four-note chords looped over and over again:
Figure 31: Anders Åstrand, "Kvart i Fyra", mm. 17-18

“Kvart i Fyra” provides an excellent perspective on Anders’ use of
improvisation and loops to seamlessly transition from one style to another. In
order to understand this concept, big-picture analysis will follow instead of
focusing on loops and building blocks from just the beginning section.
Starting at letter C, the orchestral percussion instruments maintain their
rhythms from the beginning; however, the rest of the ensemble lands and stays
on the Eb 7(#9) chord, creating multiple new layers. The first layer is a sustained
chord, played with a forte-piano roll on all pan instruments as well as the
xylophones, two vibraphones, and one marimba. The other two marimbas create
a completely new feel using the tresillo pattern found in many Latin genres:
Figure 32: Anders Åstrand, "Kvart i Fyra", mm. 65-66
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Anders composes a four-against-three rhythm against this pattern that
lasts three complete bars to cycle through, found in the bells, crotales, and
vibraphone I part:
Figure 33: Anders Åstrand, "Kvart i Fyra", mm. 68-70

This transitional material takes the audience through the previous pattern, up a
half-step, and into a completely new section at letter D, in a “Light and Lyrical,
ala tango”52 style.
This long phrase, from measure 77 to measure 124, repeats itself in an
effort to layer in instruments. The second time adds in bells, vibraphone,
xylophone, and crotales to enhance the melody; the tresillo marimba pattern in
marimbas II and III; the percussionists add colors and rhythms enhancing the
tango feel; and the other xylophone player doubles the running sixteenth-note
line that formed the basis for this passage:
Figure 34: Anders Åstrand, "Kvart i Fyra", mm. 73-74

At measure 93, the whole ensemble lifts a half-step up to F 7 (#9), this time
also adding the major 6th (the D natural), allowing for the running sixteenth notes
to move freely from a suggested C minor or F Dominant harmony. At measure
109, the chord changes again, this time shifting down to Eb 9 / Db, and then eight
52
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bars later the harmony shifts to Db 7(#9) from the beginning. These shifts
demonstrate Anders’ frequent avoidance of the expected, allowing the harmony
to freely flow where the sixteenth notes lead. At letter E, the tango groove is
interrupted by a challenging ensemble moment, complete with quintuplets and
triplets, all played over the tresillo pattern in the bass marimba in Eb 7(#9).
Letter F brings many of the performers opportunities for soli moments or
improvisations on the pitched instruments. The first repeat allows for the four
percussionists to have a written out soli moment together, complete with
sextuplets, quintuplets, rolls and additional colors. On the second time only, the
pitched instruments enter by playing “clicking clusters”53 every three beats,
creating a large 3/4 hemiola feel, enhanced by an ascending chromatic line
played by the bells, crotales, and steel pans starting on C. This ascending
chromatic figure is reminiscent of the beginning four chords of the piece:
Figure 35: Anders Åstrand, "Kvart i Fyra", mm. 135-138

After a grand pause lasting two beats, the “groovy” section reemerges,
driven by the quarter-note ascending chords from earlier, bringing the material
from letter B back to letter G. Following that, Anders introduces related material
at H, driven by rhythmically syncopated percussion and marimbas. Following
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descending and ascending quintuplets, the piece arrives at the final push, letter I.
Here the patterns and loops all build on each other into a final climax on the
beginning chord in an augmented four-over-three phrase with an added release
note.
Although more complicated both rhythmically and harmonically than
“Finding Fossils”, there are elements and moments where Anders’ compositional
style is heavily influenced by improvised pattern looping and structures built on
thematic repetition and layers. Anders uses these looped patters and structures
to transition from one melodic world to another, bringing the audience on an
unexpected journey.
This is the only piece within the scope of this project reviewed in
Percussive Notes. In the review by Julia Gaines, she mentions several important
aspects to the piece from an outsider’s perspective:
The keyboard percussion choir includes parts that would intimidate
most drum corps “pit” fans. With a tempo indication of “Groovy”, it
is readily apparent that the audience will enjoy this work. If you have
the equipment and the personnel, it is recommended that this piece be
programmed as a concert closer on a collegiate percussion ensemble
concert.54

Bluegrass Bounce
The third piece under analysis is “Bluegrass Bounce”, composed in 2007
for the PASIC performance in Columbus, Ohio. According to the program notes
written by director James Campbell,
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“Bluegrass Bounce” was inspired by the Åstrand family visit to
Kentucky in July 2007 and is dedicated to Nancy and James Campbell
for their hospitality and friendship. In February, I asked Anders to
write a new work for our fall concert and, during his summer visit, he
completed the sketches of his groove-oriented work in two all-night
sessions.55

Anders also remembered this piece and how quickly it was conceived. “We
stayed in Jim’s house and I was up in the night with Emma. She and I were in
the basement. She was sleeping and I was just staying awake and thinking, I’m
up, I’m here, I’ll do it now.”56
With “Bluegrass Bounce”, the amount of players and instruments used is
fairly open. This allows for full participation within larger ensembles. The basic
instrumentation includes four percussion players on bodhran or frame drum,
maracas or shakers, cajon, and cymbals to start; three parts for steel drums,
presumably for lead, doubles and bass; xylophone; two marimbas; and two
vibraphone parts. The percussionists set up the fundamental groove of the entire
piece through the opening four bars. The groove itself is created using three
juxtaposed accent patterns within the 6/8 time signature. The cajon and bodhran
both accent heavy downbeats for the first half of a 6/8 bar, and in the second half
they accent the upbeats. Meanwhile, the maracas play a duple-feel pattern over
the six-eight, accenting every three sixteenth notes. Finally, the cymbal
emphasizes the maraca part the first half, and then emphasizes the bodhran part
for the second half, creating a hocket between those instruments:
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Figure 36: Anders Åstrand, "Bluegrass Bounce", mm. 7-8

Bodhran
Maracas
Cajon
Cymbal
At its core, the piece contains four main elements: the percussion, which is
mostly improvised within the accent structure, the bass part or harmony, the
melody, and a countermelody. After a brief introduction, the main part of the
piece begins at letter B. The bass pan acts as the most fundamental rhythm,
playing a simple pattern both harmonically and rhythmically. The following
rhythm rarely changes throughout the piece, although the harmonies shift every
four or eight bars:
Figure 37: Anders Åstrand, "Bluegrass Bounce", mm. 19-20

Meanwhile, the two marimba parts work together to create a very rhythmically
charged harmonic voice:
Figure 38: Anders Åstrand, "Bluegrass Bounce", mm. 19-20
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From this point, Anders was able to create a melody line that
complemented these two layers by doing what he normally does: singing.
According to him, the melody of this piece was something he sang while he was
playing the accompanying lines. This particular melody is much more complex
than some of the other pieces analyzed, but is nonetheless catchy due to the
connection with the voice, containing clever voice leading and interesting
rhythmic elements. The melody is played by both the vibraphone and
xylophone, except at two octaves apart. The range between the vibraphone and
xylophone is filled in with rhythmically similar parts in the two other pan parts
(played one octave apart). Anders also added a second vibraphone part to comp
the harmonies and provide additional rhythmic interest in the harmony. The
following page includes five measures of the score to demonstrate these roles:
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The piece evolves and develops in various ways after a repeat of the main
melodic section (letter B to letter F). The bodhran and cajon switch to congas and
allow for the cymbal player to improvise a solo along with one of the conga
players. Meanwhile, the mallet instruments are switching between unison
sixteenth notes on D natural and an ascending dotted-eighth-note pattern
somewhat similar to “Kvart i Fyra”:
Figure 40: Anders Åstrand, "Bluegrass Bounce", m. 90

These ascending dominant chords lead to the final six chords of the piece,
ending on a joyous and exciting G major chord in all voices. One of the
interesting omissions in this piece is the lack of metallic instruments like crotales
and glockenspiel; however, the use of steel pans and vibraphone allow for plenty
of color options in that realm. Nevertheless, this short piece provides additional
insight into the compositional style of Anders Åstrand.
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Bell Power
“Bell Power” completes this quartet of analyses, composed in 2014 for the
University of Kentucky’s fifth PASIC Showcase concert in Indianapolis, Indiana.
According to Anders in the program notes,
“Bell Power” is inspired by one of my many great conversations I have
had with Jim Campbell over the years regarding our favorite topic:
sounds! The piece is also the result of a musical experience we shared
two years ago during a recording session with our group “SKÅL
TRIO”. From these experiences, I have discovered the unique types of
instruments and sounds that could be our resource. For example, I
wanted the aluphone – which is a really interesting new instrument
with its own special timbres – and its sister instrument, the
almglocken, to be surrounded by many other beautiful sounds. I
decided that the aluphone, glockenspiel, chimes, crotales, vibraphone,
and almglocken should meet the marimba, timpani, toms, cymbals
and bass drums. What results is a culmination of a sonic intensity in
rhythm and texture. Naturally, the title of “Bell Power” was born.57

From that description, the work’s inception began with discussing what
instruments would be on stage. The instrumentation calls for two octaves of
almglocken, crotales, glockenspiel, tubular bells, aluphone, vibraphone, three
marimbas, timpani, two sets of tom-toms, cymbals and two antiphonal bass
drums – which is actually where the piece begins, both literally and figuratively.
Anders wanted something very different from anything else he had
written for Jim. Anders wanted something strong and drum heavy. What better
way than to start than with two antiphonal bass drums on stage playing
fortissimo. “… Something with power, and of course I thought, bass drums. How
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about two bass drums playing in unison? That’s not so common. So I started to
sing that theme, the bass drum melody. And everything is based on that.”58 This
was the first piece for the University of Kentucky that did not begin with a
marimba pattern, but instead, a bass drum rhythm that then gets looped while
elements are compiled and developed on top of the drums.
“Bell Power” is basically comprised of three distinct sections. The
introduction – from the beginning through letter G – provides an exposition to
the instruments where each voice cycles and develops into the middle section.
The middle section – letter F through letter K – then provides a developmental
phrase, taking fragments and ideas from the introduction to create new material.
Letter L to the end of the piece provides an energetic and exciting finale,
including moments of recapitulation of the introductory keyboard patterns as
well as moments of written out drum solos that are extremely challenging. This
final section adds the bell plates in the drum parts, adding an element
complementary to the power of the bass drums in the beginning. This creates a
natural, intense arc to the work. According to Anders, he needed “some high
sounds, and I like the sounds of church bells. That’s a beautiful sound with more
power to add emphasis to the end. I think that was really the whole idea.”59
For the scope of this project, the following is a brief analysis of the
development within the introduction section as it pertains to the improvised
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building blocks that have been previously discussed in detail. “Bell Power”
begins with the bass drums:
Figure 41: Anders Åstrand, "Bell Power", mm. 1-4

After the first four bars, there are two levels of development that occur,
one layer within the two tom parts and another layer within the pitched
percussion instruments. The toms enter in unison with the bass drum from
measures 5 through 12. Also in measure 5, all pitched instruments enter, playing
in the space between the bass drum pattern. Every instrument is playing in
unison, however from the lowest note in the timpani and bass marimba to the
highest in the glockenspiel, the unison mallets span six complete octaves:
Figure 42: Anders Åstrand, "Bell Power", mm. 5-9

At letter A, this mallet part grows slightly with the addition of two notes,
one in each bar. Following that, from measure 13 to 16, three additional notes are
added in the final two bars of the phrase to give the following composite pattern:
Figure 43: Anders Åstrand, "Bell Power", mm. 13-16

Meanwhile, the tom parts also develop, increasing the rhythmic density of the
phrase and filling up the space between the syncopated mallet parts:
59

Figure 44: Anders Åstrand, "Bell Power", mm. 13-16

At this point – letter B – the rhythms and notes for the lowest pitched
instruments do not change. Rather, they create a solid foundation for the groove
of the piece between the marimbas, timpani, and bass drums. The tom melody
shifts slightly at letter B, adding more density without changing any
fundamental rhythms:
Figure 45: Anders Åstrand, "Bell Power", mm. 17-20

Just as the drum parts added sixteenth notes within the syncopation, the
higher pitched keyboard parts follow in unison, spanning only four octaves at
this point:
Figure 46: Anders Åstrand, "Bell Power", mm 17-20

Up to this point, Anders has only used duple subdivisions for the groove.
And while that will still be maintained in the lowest voices and bass drums, the
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upper voices add more notes to the pattern through quintuplets and sextuplets at
letter C, still in unison:
Figure 47, Anders Åstrand, "Bell Power", mm. 21-24

The second time through this pattern – letter D – something remarkable
occurs in the third measure. Anders harmonizes and completely changes the
third measure from above – the quintuplet descent from G to C. As a matter of
fact, no instrument with a quintuplet plays the G, which had previously been
present from the beginning of the piece. The resulting harmony is a majorseventh tonality, something rarely heard in Anders’ music, producing a
shimmering explosion of bright color for one brief moment, which is then
retracted back to the previous patterns. The following page demonstrates this
one measure, which is just a foreshadowing of the harmonies and material to
come after letter F:
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Figure 48: Anders Åstrand, "Bell Power", m. 27
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The final development, taking the audience and the performer from the
very beginning to the middle section, occurs in the final measure. The sixteenth
notes change to quintuplets, a perfect transition to the first measure at letter F
where the patterns start to transform and separate into completely new ideas:
Figure 49: Anders Åstrand, "Bell Power", m. 32

Meanwhile, the drum parts have also been developing slightly with subtle
additions to the underlying sixteenth note patterns, adding more direction to the
ends of phrases. A brief analysis of these rhythmic and melodic additions shows
each part getting more complicated and more intense, driving to the end of the
introduction and a climactic resolution into the beginning of the developmental
section at letter F.
Figure 50: Anders Åstrand, "Bell Power", mm. 21-22
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Figure 51: Anders Åstrand, "Bell Power", m. 28

Figure 52: Anders Åstrand, "Bell Power", m. 32

For thirty-two measures, “Bell Power” builds. It all begins with the bass
drum pattern, which is then looped all the way until the end of the introduction.
Slowly, the tom parts add and dance around the bass drum melody,
emphasizing the syncopation while driving the phrases. Finally, the pitched
instruments fill in the space created by the drums, and quickly develop into their
own melodic and harmonic driving force for the piece. “Bell Power” is another
great example of Anders Åstrand’s use of repetition and looping to build and
develop new compositional ideas.
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CHAPTER 5: INTERPRETATION AND RECEPTION
Anders Åstrand’s love for music making is infectious. Evidence of his
joy for music is found in his writings, which effectively galvanize
groove, melodic playfulness, whimsy, and smiles for both the
audience and performers.60

Overall, performers and audience members receive the music of Anders
Åstrand with great positivity. His music also acts as a great teaching tool for
young improvisers as well as a source of challenges for experienced improvisers
with several opportunities for spontaneous music making. In order maximize
the experience of Anders’ music, it is important to understand a few
fundamental concepts for interpretation.

Interpreting the Music
Anders does not notate everything in his music, nor would more detailed
notation help understand the groove in his mind. Groove is an essential element
in the majority of his music, and plays a pivotal role in interpretation as well.
Playing straight and even sixteenth notes with zero emphasis creates a
completely different feel than emphasizing syncopated rhythms or giving
direction to the individual phrases.
His music has a natural swing and emphasis that is best understood by
playing it and understanding the relationship Anders has with singing and
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eurhythmics. Anyone who has seen Anders perform would notice immediately
that he externalizes the groove. His entire body dances, which is an essential
element in his teaching philosophy as well. With movement, the body can
quickly integrate the feel and style of music. “The way you move as a musician
also helps you find a voice and unlock creativity.”61 Before performing Anders
Åstrand’s music, it is important to understand these elements to truly capture the
feel and style Anders envisions.
I also think that sometimes people can’t play the music because it
sounds to weak or straight based on their interpretations of the
composition, because they don’t know how to do it. Because they
don’t hear it. But I am sure that because I am not a picky person that I
don’t want to write out everything in the drum part or everything to
be phrased. My idea is like, if you’re a good player you will figure
that out, or if you are a good leader you will get the ensemble together.
My idea is that I want to give people the freedom, but I think that
sometimes it sounds very weak, or not so strong or groovy. Because
everything sounds a little square.62

According to Anders above, it is apparent that he puts a lot of faith in
performers’ abilities to interpret the groove and style of his music, which is far
more important than playing the correct notes and rhythms on the page.
That may sound complicated, but Anders does not want to control every
facet of a performance. Even though he does not include every detail in his
notation – some pieces have more information than others – Anders simply
wants to create opportunities for unique musical experiences through his
compositions. However, Anders experiences several challenges with his
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composed works that include improvisation, especially from a marketing
standpoint.
If I write something for a person I know, I would give a lot of freedom.
If you include a lot of improvisation in an ensemble piece, it won’t get
played because people get scared. But if you give it to a person who
has a big passion for it, you know it will fly. I try to include something
so that you can always improvise, but that doesn’t always include
scales and all that. Sometimes, that just means to find sounds. Just to
get people to start to get some freedom and get brave enough to make
choices.63

Even with small moments of freedom, his music provides students and
performers opportunities to gain confidence and showcase their own creative
voices.
Some audiences dismiss Anders’ use of improvisation in composition as a
false composition. A prominent New York composer and improviser, John Zorn,
had similar issues with his reception. In an interview with William Duckworth,
Zorn answered a question regarding the dichotomy that seems apparent in
composing music for improvising musicians.
I don’t see it as a dichotomy at all. People like to say improvisation
and compositions are the opposite ends of the spectrum, but they’re
not. They’re two ways of making music. Composition is a way of
putting music together. And so is improvisation. There’s really no
dichotomy.64

Anders Åstrand, Interview with Cangelosi et al, “@ Percussion Episode 30 with
Anders Åstrand”.
64 William Duckworth, Talking Music: Conversations with John Cage, Philip Glass,
Laurie Anderson, and Five Generations of American Experimental Composers
(New York: Schirmer Books, 1995), 461.
63

67

Zorn makes a great observation that is echoed in Anders’ music, compositions
are a way to put ideas together on paper while improvisations can create the
same music. Although Zorn’s compositions and techniques are definitely
different, the theme remains the same that improvisation and written
compositions contain the same element: music.

The Reception of Anders Åstrand
Anders has received many awards and acclaim throughout his life,
although at times he has also been overlooked. With his commitment and work
within the Percussive Arts Society, Anders was awarded the Outstanding
Chapter President award in 2004 for his efforts in promoting the percussive arts
internationally.65
His music has also been reviewed numerous times in Percussive Notes,
with frequent positive reviews. Josh Smith continues to help promote Anders’
music with a positive review of “Duo Arpeggio”, “If playing mallet instruments
is fun, then playing this latest offering from Anders Åstrand is super fun! In
spite of the simplicity of its structure, this is an extremely rewarding work that is
sure to win over any audience.”66 Sometimes, Anders’ use of notes and
repetition is looked on less favorably. For some, rhythmic density obscures
groove and compositional ideas. In the same issue of Percussive Notes, in a
review of “Mallet Dance”, Adam Blackstock writes “This short and sweet fourminute work is more of a technical exercise for the marimbist… This provides
65
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underlying harmonies while the vibraphone plays seemingly improvisational
lines above.”67 That review seems to only scratch the surface behind the
compositions.
Some reviewers understand the color concepts that Anders has in mind
when composing. Instead of fixating on the unisons as a negative, Raush looks
positively and mentions:
One [feature of “Rauk”] may be unique in percussion ensemble
literature. The three percussionists, using their high, medium, and
low-pitched setups, must play rhythmically complex parts that are
identical in all respects…The results should be stunning…should have
an effect similar to playing simultaneously in several octaves.68

Most people understand the general aesthetic and experience when they
listen to Anders’ percussion ensemble compositions. In a review of “Metroplex
Drive”, Brian Zator writes, “Many of Anders Åstrand’s works encompass a laidback groove, cascading accompaniment figures, and graceful melodic lines.”
Zator later adds a very important note with regard to most of Anders’ large
ensemble compositions. “Overall, ensemble members will need to wade through
the thick texture to discover and bring out the important lines.”69
The numerous positive reviews demonstrate Anders’ musical impact on
the percussion community. His music – much like his performance aesthetic – is
fun to watch and hear, inspiring both audiences and performers to joyfully
pursue their own passions.
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CHAPTER 6: ANDERS AS A REPRESENTATION OF THE
FUTURE OF HIGHER EDUCATION
When the College Music Society report [Transforming Music Studies
from its Foundations] came out, that said the future of training
undergraduate music majors was to develop them as a performer,
composer, and improviser. That is basically Anders, and all three of
those things are intertwined. Anders has been collaborating as a
chamber musician with every kind of artist and performer from
organists to violinists, bass players to the Skål trio, the Global
Percussion Network to sax players to whatever. He is always finding
ways to get people to collaborate. He is ahead of his time as far as
being able to play with any musician and being able to make them
sound better.70

The College Music Society’s Manifesto
In 2013, the president of the College Music Society, Patricia Shehan
Campbell, appointed a national task force to discover the new concepts behind
the education of a twenty-first century musician. The task force spent the
following year discussing and considering “the role of musicians in public life
and the ways in which the curriculum might better reflect relevant needs,
qualities, knowledge and skills.”71 The resulting manifesto, published in the
society’s journal, College Music Symposium, reflects current trends in the role of
music in today’s society as well as deficiencies in the standard undergraduate
music curriculum. The document’s main arguments focused on the difference
between music life at the university and music life in the real world.
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The task force centralized their findings into three main pillars for the
future of higher education. The three pillars are: creativity in improvisation and
composition, diversity in the infusion of diverse cultural influences in a creative
artistic voice, and the integration of the undergraduate curriculum into a more
holistic approach to music education. The related deficiencies are thus a
dependency on interpretive performances, ethnocentrism, and a fragmentation
of subjects and skills.72
Although possibly interpreted as an attack on the current state of
education, the manifesto is intended to spark conversation and interest in these
three pillars for the success of current students and future musicians. The
manifesto does not suggest a clean-slate approach to education, but rather, a
paradigmatic shift from the current performance and analysis of classical works
to a more integrated approach, including diverse and creative elements from
around the world.73
The manifesto also offers several strategies to help begin the shift to a
more holistic musician for the twenty-first century. These include strategies
involving new conversations; self-organizing, option-rich curricular protocols
(bottom-up reform); and institution driven (top-down) approaches. The optionrich curriculum is founded on the passion of students, and the institution driven
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approach is driven by the passion of the faculty. A combination of both yields a
savvy, educated twenty-first century professional musician.
Anders Åstrand has been teaching intuitively this way for years, relatively
unaware of the current needs and trends of higher education in the United
States. His teaching style includes all elements from the manifesto, with an even
greater emphasis on passion and work ethic. By focusing on passion and joy, he
pushes students to discover their own voice and their own path in the current
musical landscape – in concurrence with the themes of the manifesto. While
students work with their passion, they also discover their own interests within
the academic world of music. With an option-rich curriculum provided by
teachers like Anders, students are able to create successful curricula and go
beyond scratching the surface. This may be one of the many reasons why the
percussion program in Piteå was very successful during 1990s.
Another aspect of the manifesto involves ensemble participation. Most
current programs stress large ensemble participation over everything else,
especially where scholarships are involved. This includes marching bands, wind
bands, or orchestras. The manifesto recognizes the importance of large ensemble
experiences in the curriculum, but mentions one very important observation:
“Small groups in which members improvise and compose are arguably some of
the most prevalent ensemble types both in the United States and across the
globe.”74 The chamber percussion ensemble is where the percussion community
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and Anders have taken great strides to bring this education to students.
Percussion ensembles have become very popular in academia over the past fifty
years75. Anders not only promoted percussion ensemble, but also encouraged
his students to create their own chamber groups and ensembles, and to compose
their own works at a very early stage in their college careers. This allows
students to drive their own education, which is exactly what the real world
requires.
The manifesto has been read and reviewed, and conversations have
started, supporting or opposing the proposed curricular reforms and the
feasibility of paradigmatic shifts. Thus, those like Jennifer Sterling Snodgrass
have deemed the manifesto a success, “in that it has spurred quite a bit of
discussion about the nature and design of the undergraduate music
curriculum.”76 According to the same article, the manifesto received criticism
from those that felt it “mischaracterized actual teaching practices in the field as
more uniform and tradition-bound than they actually are”.77 Problematic
omissions in the task force’s report include, “Lack of evidence-based research

Paul Price began the first accredited university percussion ensemble at the
University of Illinois in the 1950s.
76 Jennifer Sterling Snodgrass, “Integration, Diversity, and Creativity: Reflections
on the ‘Manifesto’ from the College Music Society” Music Theory Online,
Vol. 22, No. 1, 2.
77 Snodgrass, “Integration, Diversity, and Creativity”, Music Theory Online, Vol.
22, No. 1, 2.
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supporting the claims made,” and “minimal considerations of the increasingly
important role of technology in music creation, consumption, and education.”78
Although criticism has emerged, the main themes of the manifesto
maintain an important role within the conversation of the future of music
education at the university level. This conversation has been furthered and
expanded by many authors since the release of the manifesto, including Robert
Freeman – director of the Eastman School of Music from 1972 to 1996 and dean of
the College of Fine Arts at the University of Texas at Austin from 1996 to 2006.
In a world of very rapid change, music teaching, still the predominant
way musicians make a living, has been very slow to change, as have
the curricula of our major music schools and the pedagogic goals
toward which those curricula have been directed.79

Freeman addresses the issues in the slow-changing nature of the undergraduate
curriculum as well as suggests two ways for students to overcome these
obstacles in education. The first solution relates to adaptability and versatility,
“Prepare to reinvent yourself: learn versatility… Remain open to new
opportunities.”80 This is a crucial concept in the twenty-first century where
musical opportunities are rarely identical. The more a musician adapts to new
situations, the more marketable the performer becomes. This ties into Freeman’s
second point:
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Learn to think and act like an entrepreneur. All sorts of possibilities
for music’s future and for your own future of music await but the
application of your own imagination. It is the development of a
personal capacity for thinking outside the box about how to use your
own talents and educational opportunities that allows you to imagine
new worlds for music.81

Freeman’s thoughts are echoed in an article by John Covach, director of
the Institute for Popular Music at the University of Rochester. He is also the
principal author of the textbook What’s That Sound?: An Introduction to Rock and
Its History. “Professional opportunities for classical and jazz musicians have
declined precipitously in the past 20 years, but we still teach a curriculum
focusing primarily on those traditions.” Covach works with the emerging
academic field of Popular Music, and his role is to provide his students with the
education necessary for future success. “In today’s world, musicians need to
adapt quickly to professional and artistic opportunities, and it is crucial that they
be versatile and flexible…All students need to understand the business of music
and to develop entrepreneurial skills.”82
Anders’ use of improvisation and composition in lessons and ensembles
provide excellent avenues for students to develop skills in adaptability and
entrepreneurship. He encourages students to create their own projects and look
for their own markets and opportunities to perform, providing students realworld experience.
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Anders as the Improviser-Composer-Performer
The primary goal of the manifesto suggests modifications in academia to
produce a different brand of professional musician. This musician should excel
in foundational skills including: “the ability to improvise, to compose new music
relevant to the times; to perform well; to teach effectively; and to think critically
about the role of music, realizing all its contemporary and historical diversity, in
human life.”83 Anders Åstrand is the epitome of these foundational and
fundamental skills of the twenty-first century musician, or as Ed Sarath would
say, the improviser-composer-performer.
Along with those three qualities, a successful musician should teach
effectively, an area in which Anders excels. Not only is he an effective educator,
he is a motivational and driven professional toward whom students gravitate.
One of the keys to his teaching – and his playing – is that he helps the
other person unlock their creativity. Even if they didn’t think of
themselves as an improviser, he helps them listen deeper and develop
concepts, while also being able to elaborate concepts and go further. 84

His style of improvisation and teaching improvisation is completely his
own, which makes it more accessible for students. According to Miles Osland,
“He is an incredible teacher. And he knows how to teach improvisation, and he
has his own, really unique way of teaching it. It’s unlike anything I’ve come
across. It’s so unique I can’t explain it.”85
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Improvisation has been a popular topic of discussion for its use outside of
jazz education as well. Participants in a study led by Alden Snell from the
University of Delaware and Christopher D. Azzara of Eastman were asked to
take a seven-week course on improvisation. The participants were both
undergraduate and graduate students, with little or no prior experience to
organized improvisation.
Beyond performance and pedagogical merits of learning to improvise,
participants noticed their personal musicianship improved. All
participants, including both undergraduate and graduate students,
commented on improvisation enhancing an existing musical skill they
constantly strove to improve. 86

In the beginning, most participants in the study felt outside pressure to
play correct notes or avoid mistakes, but that burden drifted away later in the
course, developing into an escape from performance anxiety and fear.
Improvisation taught these participants more than simple skills in performing
without written music, it gave them valuable experience in ensemble awareness,
melodic contour, harmonic analysis and many other skills.
Although Anders has training in jazz standards on drumset and
vibraphone, he uses improvisation as a tool to reach a student’s own voice. His
improvisational areas of expertise range from standards to free-form jazz to
creative uses of non-standard mallets and implements; all of which are used in
conjunction to help students free themselves from self-doubt and other

86

Alden Snell and Christopher Azzara, “Collegiate Musicians Learning to
Improvise” Bulletin of the Council for Research in Music Education, No. 204,
p. 80.
77

inhibitions that interfere with music. This directly correlates with his
compositional techniques, and directly relates to his life as a performer and
educator where he spends every day creating new music and projects for his
own enjoyment and success.
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CHAPTER 7: LESSONS FOR A SUCCESSFUL CAREER
His effectiveness as a teacher, and as a soloist and ensemble player, are
a direct result of his being acutely aware that life is precious and time
is short.87

What defines success for a musician or a music educator? It is much more
than financial wealth or international fame. Success could be the ability to do
independent, specialized projects for pure internal satisfaction without worry or
regard to external pressures. Success is inwardly driven and not always
superficially recognized. Anders Åstrand has exceeded that level of success.
However, there are a few things that can be observed about his life, habits, and
attitude that others could imitate in order to achieve their own levels of
happiness and success in the musical world. These traits will then be compared
with current research and literature on characteristics of success. 88

Confidence
“Everything is about confidence.”89 Anders brings up confidence in most
conversations, proving that it holds a high place of importance in his beliefs.
Confidence comes from a knowledge and understanding of a variety of styles
and genres, not just a narrow mindset. “It is more important that [students]
become more and more acceptable to different styles. Also, compose and
John Wittmann, Interview with the author, January 12, 2017.
The following titles are based on interactions with Anders and the important
elements he stressed every day: Confidence, Passion, Pride, and Joy.
89 Cangelosi et al, “@ Percussion Episode 30 with Anders Åstrand”.
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improvise, and play: to prepare your students, they should play in every
situation they can.”90 Anders relates confidence with preparing students for a
successful career in the future. Wide skill-sets and provisions for adaptability
allow students to confidently perform in a myriad of scenarios. This is crucial for
success in the twenty-first century music marketplace.
Confidence also requires help and support from loved ones. With Anders’
choices for a more independent musical career, he said, “I could not have done it
if I was by myself, but Anne has been supportive.”91 This thought is paralleled
in the popular book Outliers, where writer Malcolm Gladwell argues the theme
that no success story occurs in isolation, away from additional support.

“Ten

thousand hours is an enormous amount of time. It’s all but impossible to reach
that number all by yourself by the time you’re a young adult.”92 The ten
thousand hours above relate to a study93 on practicing and gaining enough
experience to achieve excellence at a professional level, relating to Anders’
passion.

Passion
“The day when you don’t feel that passion for practicing every day, that’s
the day you need to start questioning yourself. Is this the right thing? Am I on
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Company, 2008), 42.
93 Ericsson, K. Anders, et al, “The Role of Deliberate Practice in the Acquisition of
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the right track?”94 For Anders, passion begins and ends in the practice room.
Not only practicing, but purposeful and meaningful practice sessions.95
Purposeful and deliberate practice are terms used by Anders Ericsson, the
lead researcher on the ten-thousand-hour concept.
Purposeful Practice is about putting a bunch of baby steps together to
reach a longer-term goal. Purposeful Practice is focused. Purposeful
Practice involves feedback. Without feedback – either from yourself or
from outside observers – you cannot figure out what you need to
improve on or how close you are to achieving your goals.96

Ericsson claims that the road to success is through a series of deliberate steps and
planned practice habits. This is identical to Anders Åstrand’s attitude toward
practice habits. Feedback is a crucial part of practice for improvement. Anders
uses both recording techniques and practice journals to enhance practice
efficiency.
With music, some of the best feedback comes from recordings. “It is the
best teacher you can get, because the answer is there immediately. You cannot
escape from anything.”97 During a typical practice session, Anders records the
whole time, giving himself a new perspective on his own playing. Later that
night, he goes home and listens to everything with headphones, keeping track of
his thoughts and future plans in a practice journal.
Anders Åstrand, Appendix A: Interview with the author, December 13, 2016.
For more information on successful practice habits within the percussion
community and additional information on the 10,000-hour concept, read
Colin Hill’s dissertation “The 10,000-hour threshold: Interviews with
successful percussionists.”
96 Anders Ericsson and Robert Pool, Peak: Secrets from the New Science of Experts,
(New york: Eamon Dolan/ Houghton Mifflin Harcourt, 2016), 15-18.
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I think it’s the best way to improve. You record as much as you can,
and you listen back in the evening and take notes. Tomorrow I will
make this better, and tomorrow I will do this and this. And after two
months you can see and hear progress. 98

Seeing progress is important in driving passion. John Calipari, coach of
the University of Kentucky Men’s basketball team, mentions similar concepts
with regard to training excellent athletes, “You’ve got to love the grind… and
keep track of it all, because it keeps you honest. If there’s not something
measurable, it’s not real.”99 Being able to see progress greatly enhances student’s
growth and allows for more consistent and productive practice routines.
Focusing the lens on effective practice habits even sharper, Anders
Ericsson uses the term deliberate practice to define a higher level of purposeful
practice:
Deliberate practice involves well-defined, specific goals and often
involves improvising some aspects of the target performance …
requires a person’s full attention and conscious actions … involves
feedback and modification of efforts in response to that feedback …
nearly always involves building or modifying previously acquired
skills by focusing on particular aspects of those skills and working to
improve them specifically.100

Well-defined and specific goals directly relate with Anders Åstrand’s general
practice mentality. Ericsson’s next key concept is improvising aspects of the
target performance, demonstrating complete integration; a theory that Anders
regularly exhibits in his own use of improvisation. “Rather than learning notes
and playing notes, [Anders] gets students to improvise a lot on themes and styles
Anders Åstrand, Appendix A: Interview with the author, December 18, 2016.
Calipari, Players First, 19.
100 Ericsson, Peak, 99-100.
98
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so they can unlock themselves and get off the page to develop their
musicianship.”101
The final element to Ericsson’s deliberate practice – Focus on particular
aspects to build or modify specific skills – also connects with Anders’
recommendations for effective practice habits. He believes that students must
first learn the routine, and force themselves to work diligently on instruments
where they lack comfort and confidence. By slowly increasing the time spent on
those instruments, students will eventually establish a routine and focus more on
inspiration.
Passion directly relates to inspiration. Inspiration drives artists to
continue working, and it can come from absolutely anything or anywhere. For
Anders, that could be a moment during a performance, or time spent out on his
boat in Gotland. However, from a teaching perspective, it can be difficult to
provide inspiration to students if they avoid actively seeking it. Anders
responds to this challenge with, “I think the bottom line in the teaching world is
to get people to get curious and grow up and understand that I cannot practice
for you. You need to practice to be a better player. You need to work with other
people to be a better player.”102 In order to improve more efficiently, students
should practice outside of their comfort zones and with more talented musicians.
This mentality is echoed in Ericsson’s study on becoming an expert, “Purposeful
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practice requires getting out of one’s comfort zone. If you never push yourself
beyond your comfort zone, you will never improve.”103
Continuing down the connection between passion and inspiration, Gary
Burton has a great quote from his autobiography, a book that Anders Åstrand
recommends:
Artists are complicated, driven people, often conflicted over what and
how to create, and always struggling to balance discipline and
freedom … to become a proficient performer requires tremendous
discipline—hours and hours of regimented practice. But to become a
true artist requires openness and spontaneity—the freedom to follow
inspiration where it leads.104

There are a lot of important connections with Anders and the quote above, but
the most important related to the last clause, where a true artist has the freedom
to follow inspiration. Anders Åstrand’s passion for practice and performance
can be attributed to a desire to seek that freedom, and then the disciple to
continue working with that freedom for the rest of his career.
Passion is also displayed in personal projects and ensembles. Leading a
group is a really great learning tool – while studying music – to deal with other
people and to learn how to handle situations as a leader. Anders believes that
creating and working in smaller chamber groups should be a part of the music
curriculum. Along with pursuing passions, independently created and driven
groups are a great way to build confidence as well as personal pride.
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Pride
“I would like to be really good. That’s the only way for me to gain the
students’ trust.”105 Anders’ prideful mentality drives and motivates himself as a
performer and teacher. With regard to motivation, Ericsson makes a few
significant points in Peak,
While it is always possible to keep going and keep improving, it is not
always easy. Maintaining the focus and the effort required by
purposeful practice is hard work, and it is generally not fun. So the
issue of motivation inevitably comes up. Meaningful positive feedback
is one of the crucial factors in maintaining motivation.106

Motivating students requires teachers to maintain an active focus on providing
students not only with correctional feedback, but meaningful and positive
feedback. Telling a student how to fix a problem does not fix the problem.
Teaching a student how to address and recognize a problem can be a great
motivating tool to help him or her grow.
Teachers should continue to maintain pride in their own musical abilities.
According to Robert Freeman, in his advice to current faculty, “All those who
teach music should work at remembering, as often as possible, why and how
music became so important a motivating force.”107 This is echoed in Anders
Åstrand’s treatment for music educators and students. He highly recommends
spending at least twenty minutes every day playing a preferred or favorite
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instrument before starting any in-depth practice sessions. This improves a
musician’s growth in confidence and identity.
Anders takes great pride in his work ethic and achievements. He works
very hard, every day, to continue practicing and performing at his highest level
of ability. This relates well with the previous ideas that excellence is more about
work ethic than natural abilities:
The striking thing about Ericsson’s study is that he and his colleagues
could not find any “natural”, musicians who floated effortlessly to the
top while practicing a fraction of the time their peers did. Nor could
they find any “grinds”, people who worked harder than everyone else,
yet just didn’t have what it takes to break the top ranks. Their research
suggests that once a musician has enough ability to get into a top
music school the thing that distinguishes one performer from another
is how hard he or she works. That’s it. And what’s more, the people
at the very top don’t work just harder or even much harder than
everyone else. They work much, much harder.108

Joy
“Work should be fun. If it’s not fun, get another job.”109 The final section
of this document discusses joy, one of the most important aspects of Anders
Åstrand’s personality and music. Anders has a lot to say when it comes to
finding true joy in life: it comes from his family and from his music. “Music is
really a gift that we can do it. It’s a gift that we can work with it, and we work
hard. I think the joy comes when you can really do it well.”110
Those that know Anders know some of the struggles and hard times that
have occurred throughout his life. However, this only pushed him further into
Gladwell, Outliers, 39.
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his convictions that music and life should be more about enjoyment than
accuracy. “You have an option, you can say, ‘Should we sit and feel sorry?’ No,
you just need to do it. The most important thing to us was that our children
should have a good life and should feel independent.”111 His life and music are
all about unpredictability and letting go of control. This is where musicians can
truly explore the depths of their artistic voices.
John Wittmann, Director of Artist Relations at Yamaha, believes that this
joy in Anders’ life is based on a shared philosophy:
We are 100 percent responsible for everything in our lives. It’s a
choice to be happy. It’s a choice to inspire. It’s a choice to play well.
And, every day, you have to decide what kind of man you’re going to
be. And then you go about the business of being that man.112

Anders surrounds himself with friends and family that constantly uplift and
inspire him. His career is far from over, and he will continue to pursue
excellence and perform at the highest level of creativity and professionalism, all
with an enormous smile on his face and joy filling his heart.

“When you play, that’s when you can fly.”113

Copyright © Matthew Ryan Geiger 2017
Anders Åstrand, Appendix A: Interview with the author, December 13, 2016.
John Wittmann, Interview with the author, January 12, 2017.
113 Anders Åstrand, Appendix B: Interview with the author, December 16, 2016.
111
112

87

APPENDIX A: SELECTED INTERVIEW TRANSCRIPTIONS
Stockholm and Learning to be Independent:
13 December 2016114
Anders Åstrand) When I moved to Stockholm, 85, I had a part-time job
sharing it with another friend out in Norrtälje, that’s like 70 Kilometer North East
of Stockholm. I went there two days per week.
MG) This is teaching?
Yes, Community kids, from beginners to 16 years old. I did that for three
years, and during this time, I was playing in the morning, could be, the Swedish
Radio Symphony, playing at the Radio House in a chamber setting. Could be
recording with a choir. Next day, it could be with the Light Orchestra, because I
played percussion in the Light Orchestra. I think we met like once a month, and
did a lot of concerts and so on. There I started to play some solos sometimes.
Then we started a trio in 1989, with a trumpet player and a keyboard
player. And we started to improvise over Bach and medieval music, improvising
over our own music as well. I started to write more music for that trio. And we
had a great time and we got two television programs in that short time, so we
had a lot of gigs because at that time, culture was something great on TV. And
we got hired often, we could play concerts, you could almost point to the place
you would like to play. And we got paid. So we did that for two years or
something. Then the piano player started to get more into the commercial world.
So this trio broke up in a lot of ways, but it was a start into it.
And then, this was also the end of my time with Kroumata. I had been
working really hard with them. I really enjoyed playing the music that they
programmed. And I spent hours and days and nights with the Xenakis or
whatever.
So I would play Xenakis for example, the first thing I would do would be
to take the score and analyze what I could. I would record my part, and try to
play a little of the other parts. That’s how I normally practice when I get a
chamber piece. This way, I get an understanding, or an insight or whatever.
Anyways, playing in this kind of group, that’s when I started to get more and
more passionate for vibes – and marimba – but vibes were more convenient for
the fact that it was easier to transport. And it’s more flexible if you play with a
singer, together with a group or so on. It is closer to the piano.
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So sometimes it could be guitar, vibes, bass; or I would play in a piano,
vibes, singer trio. Also, sometimes you could play some drums at the same time.
It was very common that I would be combining those things. It has always been
the same, drumset, vibes and marimba. And with this early trio I would play
marimba, vibes and drumset.
So when we would rehearse, I would pack up my car with all the stuff for
years. It was also a good learning experience. Also, this helped me realize that I
liked to do this, this kind of thing with all the instruments. Now, it of course
lives with the vibe. In the beginning though, with the trio at the church, I would
play marimba, vibes and drums. Then I picked out, let’s stay with the vibes.
Sometimes transportation was a thing.
Anyway, so late 80’s there were a lot of recordings and all that stuff. Then
my Kroumata time sort of finished. It was a great time, but I went into more of
my own projects with improvisation and composing. It should be great, should
be straight, and should be fun. That was the good part of that experience.
So I learned and then in the middle of the 90s, I started a trio, or we
started a trio called Like One with a bass player and a drummer who played
totally free. I would say that group was, if you go in that field, it was the best
group for me to play in really, because the bass player and I played a lot. We
spent many hours practicing and we recorded every single thing we did. Then
he moved and that was tough. And the drummer did something else, so that
was heartbreaking for me. I was sure that if we had continued, we would have
been a huge success because it was a really outgoing group. We were just at the
start of something. But, I took that with me, and I created other stuff. The global
Percussion Network came probably from that. It’s not the same freedom,
absolutely.
Do you feel like that happens a lot, where you start something and it gets going, and just
before it takes hold, it falls apart for whatever reason?
Yeah, I do. And I have questioned myself thousands of times. Is it my
fault? But you know, if there was one thing, sometimes I think that one of the
answers could be that I want too much. I am too enthusiastic. You know, it’s
like I think it is a mindset thing. I mean, if I start a group, I really would like to
go deep inside. I think whatever you start, if you have an idea and you start
something and you say, let’s agree on this in the beginning, and everyone says
yes, but after a while, you’re still in the front, and they’re not in the same seat.
And I had a hard time accepting that. I think, if it were today, I would be
smarter than when it was 15 years ago, for example. When we started the GPN, I
thought we were totally on the same page. I didn’t realize that I was ten years
older, had ten more years of experience, and another kind of mindset. I was
braver to do stupid things. I could hire theaters and do concerts. “So what is the
cost? We will see” and then you end up, “Whoops, I lost money” but we did it
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anyway. That has been my experience of why people back out from this kind of
thing.
Do you think that is a part of your process for looking for collaborations to try and gauge
whether or not people will commit or is that something you don’t really know about a
person?
I am pickier nowadays. This is actually now, over the last few years.
Anne has been a big help, because she really works with those things in her
world. And also, when I moved in with my cousin, who is in the building
business. I learned a lot from him. I asked him how he trained the team, or how
he leads when he has 40 workers working for him. “How do you do it? What is
on your mind?” And he said, “well, you need to be super clear and you need to
take responsibility for what happens.” I think, part of it is pretty much what I
have been doing already. But part of it has probably not been clear. When I
thought I had been super clear, I had not been clear. It is like, student wise, I was
teaching probably as a teacher to get kids to like me, but I also know that some
students did not like me. I think part of it is personal.
You can’t be everything to everyone?
Exactly. But when I view it today, I think, “Anders you were not so
professional because I was too friendly.” I don’t mean to be strict, but I treated
them like we were the same mind-set and level. For example one of the things
that happened to me at that time: the students started a percussion ensemble that
should be related to the school but also a little outside of the school. Suddenly,
they did it by themselves without even asking me or talking to me. But they
came to me after and apologized, but still said they took the name. And I saw
that students still need to learn. But I was too familiar sometimes. When
students have problems, I would say “come down, fly down to us, and stay with
us.” But of course, that’s great in one way. But, do I have any contact with those
people nowadays? No. Do I need to? No. But I also see it as: did they learn
something? Yes. That is the most important.
That is what Anne taught me: Did you learn something? But sometimes
you are ashamed to say it to yourself. As soon as you accept that you learned
and are willing to make it different, it will be better the next time. That’s the
hardest. And for me, it’s a big change now. I feel better than ever in my
hometown because I have younger people working for me. And I feel better
with them, than my same age group except Mattias and Gary because we’re
really on the same page. They have no prestige. Both of them work completely
in the church. Mattias is the most respected organist and Gary is the best choir
directed/ singer ever. And we have this trio that we have, it’s like three kids
who meet and play. That’s all that it really is. Like a research center and that’s
rare to find that.
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I think part of it is also; I really would like to do things my own way. And
when you really would like things to go your own way, you pay the price at the
same time. And you need to agree to that for you to actually do that. Meaning, I
don’t enjoy to be hired to stand in a symphony orchestra. I mean some years
ago, I said yes to play with this trio and with a choir. And then, there was
another conductor who was like “Can you play timpani on just one piece” and I
said sure. When he sent it out, it was not only timpani. It was a new piece with
chimes and bass drum and everything. And I had to end up getting the chimes
and the timpani and everything. I was thinking, “ I don’t enjoy this at all”. And
I said, because he was writing for choir and for Mattias, and me, “do you know
that we are improvisers?” There was only one moment for our improvisations.
And I did something more in the rehearsal, but he really didn’t care for it. Do
you want an improv or not?! I would never have said that twenty years ago, but
now I can say that. And I showed my kind of total disappointment.
And it was good for me, because I was like; there is at least one more
person on my side, Mattias. But that’s a piece if I was a student and 20, I would
have been super excited. Now I just feel like that is in the way of my music
making. And part of the problem is that I compose. Because I know that I would
never do that. I would give that freedom to the percussionist. For example,
there were some struggle spots where it would have just been easier to play
brushes and 16th notes. On a rehearsal I did that to help everyone else, and
everyone really liked the support. But the composer was like, “no you really
can’t do that”.
Then I realized there is nothing wrong with the composer or with the
piece. It was me. I’m the wrong person in this place right now. As soon as you
can accept that, it makes it easier. Before, I tried to change them, what they
didn’t understand. It’s like the work in the school. You try to do things, and you
realize that no one really cares or listens. You have two choices, bang your head,
to get disappointed every day, or just accept it and do your best or just leave.
Three choices. And in my case, I left after 14 years because of that fact.
So again, yes “But the school, if you had stayed then the program would
have been great.” Yeah, that is probably true. But I will not stay in a place and
feel unhappy. Because then in the end I will become bitter and that goes out to
the students and everything becomes negative. That means I am in the wrong
place, or I need to change my attitude. And that is a big question. I mean, when
I did that change, it was 2002. Of course, I questioned myself, hundreds of
thousands of times. One of the results was that I was too open to everyone.
I never turned any ideas down. Everyone would come to me and know
that I am the guy they call in the last minute. “I need music for this opening. Do
you think Anders you could? Please.” And I could do it in like 5 minutes. But it
doesn’t really help you when that happens. So that is the lesson that I learned.
So nowadays when I teach just two times in Örebro, I really try to be smarter.
Don’t get too involved.
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You talk about the difference between the younger you and the older you, do you think
that if you had been more direct as a younger you that would have worked or do you
think that you needed that time to continue to say yes? That’s a problem that a lot of
people have. When do you start saying no?
Exactly. I wish I had a good answer but I don’t know. I think, yes, it
probably has been helping me that I get more respect. You get less respect if you
say yes too many time and you’re too kind, I think.
Do you think that’s respect from students, faculty, everyone?
Yep. I mean, let’s face it, you play somewhere and you are very open
minded to talk to everyone, and people come up to you and talk and they’re like
“yeah”, and suddenly they start to talk about their lives. That seems to happen
to me all the time. And I see other players and people don’t say a word to them.
Or they say, “Thank you, fantastic playing”.
And you think you want more of that nowadays?
I don’t know if I want more, but I am absolutely much better at not trying
to convince them of anything. Before, I felt that I needed to explain. “I do this
and travel and this”. Nowadays, I am just quiet. A good example was in Berlin.
We played this dance show, and I borrowed David Friedman’s vibe. And then,
one of the dancers, her father had studied with Dave. He was a guitar player,
not a vibe player. He came up to me:
“Oh I heard that you borrowed David Friedman’s vibe”
“Yeah”
“Oh, do you know him?”
“Yeah, We had played before with Dave Samuels”
“Wow, I wish he was here, it would be interesting”
“Yeah, Absolutely”
“So, do you know this young player in the UK” It was like a piano player
“No?”
“Oh he is like the best player I have ever seen”
“That’s great, wonderful”
“Have you heard this guitarist?”
“No?”
“Also fantastic, this young kid!”
So then I asked him “What do you do? Are you a guitar teacher?”
“I do this and this and this” Like a long story, and then he asked me, “So you do
these kind of things?”
“I mean, yeah, I am a freelance musician and I travel.”
“Ok yeah, nice to talk to you” and he just leaves.
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And I think, why is this happening? This is not the first time it had
happened. What do I send out? And then I turned it a little, thinking, maybe
because I am in a situation where I actually played with this dance company, we
made something totally different. Maybe he got moved but he doesn’t know
how he should talk to me. The other day we played in the church here, and this
old guy came up “Oh you should come out and play in the summer here” and I
just said “Oh yeah, that would be great!”
“Do you know who this vibe player is?” He mentions another Swedish player.
“Yeah I know who he is, I don’t know him personally.”
“Do you know this young guy?”
“Oh yeah, I know him too”
“They are great”
“Yeah, fantastic players”
They don’t think. Maybe I should ask, “what do you think about my
playing?” but I would never ask that question.
I wonder if they are just trying to impress you?
Yes. This is the key. They try to impress and say, “I know things”. And
they are checking if I know, because then we are on the same level. But now, I
can take that. When I was younger, I couldn’t see that. I felt like they were
trying to compare me to other players. That’s the lack of confidence or wisdom
or whatever you’d call that. But I always felt that they needed to compare or be
compared. And that’s also, in Sweden, that’s a very typical thing.
If someone sees on a concert that you played a solo, then the first typical
Swedish thing that comes out, they come up “Oh yeah, great to hear marimba,
do you know this guy, etc.” Because that checks your knowledge, instead of
saying “Wow man, so fantastic wow” then maybe later you would like to figure
out if they know them. It would be fun then later, to see if you actually know
each other.
Is that a Swedish cultural thing?
Yeah, especially in small towns. It took me years, and I’m still fighting
sometimes because if I stay too long in Sweden, I start to feel that way. I am not
saying that Swedish people are bad; it’s just a mentality. It’s probably like in the
states where people do somewhat of the same thing.
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Thoughts on Music:
13 December 2016
AÅ) Music is really a gift that we can do it. It’s a gift that we can work
with it, and we work hard. I think the joy comes when you can really do it well.
If I play at a hotel tomorrow night, if I play at a church Saturday, or whatever it
is. Its like, it doesn’t matter. You can do it and you can feel good about it. It’s a
very long way sometimes to find the joy. Especially when you are in the
situation in the institutions or in orchestras where they get in fights or they hate
each other and then on top of that they should work with this part of the heart.
You should be honest and all that stuff, that’s how you make good music.
Honesty makes good music. You see people go to the orchestras and it’s almost
like they go to the factory. You sit next to your neighbor and you don’t like the
person. Sitting for that for thirty or forty years.
Anne) We always have music around the house. Not only maybe
something that holds a tune. But even if you go out in the boat, he always brings
a practice pad, so you always get the rhythm, the beat.
AÅ) I was once canoeing by myself and I had my thermos, sandwiches,
blanket and then drumsticks and a practice pad. This is typical for me. It is very
nice to sit in the archipelago and sit and look out into the sea. It’s beautiful. I
mean, I wish there were vibraphones on every island.
I think, a good example is in the summers, we go to Gotland, and we stay
there for about a month. Many other percussionists my age would put their
sticks on a shelf and say how great it is to take a break for a month or two. I just
think, “Really?” I pack the trailer with the marimba, vibes, drums, and recording
gear. The first thing I do is set up the instruments in the house. Its just amazing
I can play anytime and record anytime. I mean, it’s not eight hours of practice,
but at least it’s an hour. When we go to bed I play. Many of the arrangements
have been done there: all the Gershwin arrangements and those things.
So the day when you don’t feel that passion for practicing every day,
that’s the day you need to start questioning yourself, “Is this the right thing? Am
I on the right track?” That’s how I feel about it. And it’s no problem to bring a
vibe or some drums to play some place.
Anne) I think that’s one of the things we have in common. Having fun.
Work should be fun. If it’s not fun, get another job.
AÅ) I talked about Piteå and I said, you can question yourself. You have
three choices; you can stay and try to change things, which I tried for many
years, and get bitter and bang your head, or you can choose to not get bitter and
just do it, or you can quit. You quit for the reason that you are not the right
person or maybe not enough people care or whatever. It was a crazy decision in
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one way, because I stepped away from 40 Percent of a full time position, and I
had done it for fourteen years. Plus I had built up a lot of things; people know
that it is a good education because of what I built up. And then in one week, it is
over.
But I have never been looking back in the mirror and thought about
staying. It was time to go on. Of course there were moments where it was
totally crazy, and it’s still not secure in a normal work situation. The older you
get, the more you’re supposed to be climbing up, but I have stayed in the same
since I started working in 1984. There were actually more opportunities in the
80’s because of the freelance opportunities I had. I could not have done it if I was
by myself, but Anne has been supportive.
Anne) A choice that you make is a choice that we make.
AÅ) That’s what you do. You have an option, you can say, “Should we sit
and feel sorry?” No, you just need to do it. The most important thing to us was
that our children should have a good life and should feel independent. So you
have two kids to take care of. When Tove was in choir school, we both spent a
lot of time in her class. I spent a lot of time comping them and arranging and
touring with them. I didn’t do it for the class, I did it for Tove, to make her feel
important and to feel safe.
So it has been a long process, sort of, and we learned a lot from it. And I
think, of course that makes sense. Anne has the most incredible positive attitude,
and it’s totally amazing. I know people say that about me in the States, but I am
not even close. When you come home, sometimes you feel like you need to rest.
And I don’t feel like I have a pressure to go around and be positive all the time.
The positivity that I feel when I travel is that I can go around and worry just
about myself. I cannot sit around and worry and feel guilty, which I did in the
beginning. There have been moments where I needed to just stop and turn
around and go home. But for the most part, I needed to let it go. Like, I would
go to Mexico and everyone is OK, and of course you fly in those moments. I
mean, I have my own hotel room, and it’s only me, and people are super excited
to have me there. And then you go and swim in the ocean when it’s winter here
and I get totally burned.
Anne) And then he phones home and feels like I should have pity for him
and his burn.
AÅ) So when people come and complain… I remember my last years up
in Piteå. People would complain about “Oh, my hand or this and that”. So I
would say “How much did you practice?” and they would say “Oh a few hours
here and there”. I would say, “go out and practice eight hours a day for two
months and then we can talk. I am not interested in talking about your
problems.” That was a big turning point. Maybe that’s an answer to why I do
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what I do. Because you want your freedom and I get frustrated when it goes too
slowly. You work in a University and you try to change something and the
administration stops you. It works to a certain point, and you have to say,
should I just stand there or should I leave. I mean, it’s like, walking being people
who walk too slow. I get crazy. That tends to be a part of your personality. So
you just need to accept that.
That’s why I love working with Keith (at Zildjian). He’s super excited and
much more emotional. I think that it’s a fantastic combination and I think it
really helps that he gets so emotional. But never in a bad way, he is never
climbing on anyone else. We both come with positive vibes and we get super
excited about things.
AÅ) The teacher program up in Piteå taught that if you weren’t going to
be a performance student then you didn’t have to play something really well,
just that you would play a little of everything. And I was like, “no, we play
percussion and I have hundreds of instruments anyway.” So I don’t need to sit
with a violin or whatever it is. I would like to be really good. That’s the only
way for me to gain the student’s trust. So they think, “This guy can really play, I
would like to play like him”. That’s the easiest way to get students interested
and to practice. Then, my work is to get them the good handcraft and the tools
so that they can start playing. And I had a fight with the dean of that school all
the time about this. In my first year at the University, there were a lot of people
who said I shouldn’t be there, but the Dean of Framnäs stepped in and said, yes.
The dean of the school, Framnäs, he was like this big-hearted wonderful
man with the loudest personality you could think of. He had a big, tough
exterior but inside was a huge heart. When I joined their jazz band, he would
just pick me up right before a gig. So then I would ask in the car, “What are we
going to play?” and he would say, “you will hear it, don’t worry”. He never
counted anything in; they just started. So after a while, of course you get used to
it. I mean, the third or fourth time we played an actual concert instead of just
some dance things. On the concert, first we started it by playing some Goodman
stuff. So we go up to a filled out house up in the forest. And he said, “So now, in
the program, we have a brand new piece, totally new piece from a Japanese
composer”, and he would make some name up. “It’s really an interesting piece,
written for drum solo” and then he would turn to me and said, “Play you stupid
idiot”. So I just went and played and he sat there on the side smiling. And that
gave me a ton of confidence. He was showing me that he trusted me and my
musicality. That was a major moment. He would do this all the time though.
And then the dean from Framnäs got me more involved. In the summer,
there was a summer course with people from all over Scandinavia. Everybody
had been teaching for years and some of them were great conductors and it was
sort of a prestige thing. I was there as a percussion teacher. He would give me
the percussion, and then we have the orchestra (brass orchestra), “Anders you
take the brass orchestra, here are the scores”. And the others were jealous, but
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they needed to play in the group and there were plenty of percussionists. And
he played in the orchestra, sitting there playing clarinet. Then after, he would
say, “That’s good. You can look up a little more, that helps.” And he gave me
trust and confidence in things that I had never done before. It was the best
course ever.
That open-minded perspective was something that helped me, but then it
was so different back in Stockholm where it was about finding mistakes or
picking out people that were making those mistakes. Meanwhile, the dean
would just say, “Hey, that sounds bad let’s do it again” and never made anyone
feel bad, just aware that it wasn’t very good. It was a group project. So from ‘78
to ‘85 almost, I played a lot of that.
Then the second year, in the University, I worked with Stig Arnorp – he
came from the tradition that when you started an instrument, everyone started in
the army. He was a trumpet player, but before you played any wind
instruments, everybody played the drum first. So everybody needs to play the
drum. That was like later in the community schools, when everyone played the
recorder. So if you take a person who is 85 years old, anyone who has been in
the music army, they still know the signals and how to do it. You learn the other
3 or 4 rudiments that we had, plus all the signals we had for changing of the
guard. So Stig was a great drummer, but what happened was, you are standing
out in the forest and he would yell, and then they would say, you play clarinet
you play trumpet, you stay with the drum. This generation then, some of them
kept going in music after the military. They formed the radio light orchestra,
and they realized they had no percussionists. So they remembered that Stig was
pretty good at drums, so they asked him to switch from trumpet to play
percussion. So the drum parts were always great, but the keyboards were
difficult.
The same thing, he totally trusted in my spirit. He saw that I could read
well, when I took piano lessons. He showed me a book on how to hold four
mallets, and then I read an article about Gary Burton, and tried to figure out my
own way to hold the mallets based on those books. So, everything I did on the
keyboard, he was like, “yeah, that was right.” Of course, you get the confidence
because you get to take care of your business. So I would come down to the
radio orchestra in ‘82, and I was so excited to start playing in the Swedish Radio
Symphony.
I remember I was standing beside the principal percussionist. He opened
the door for me as well. I asked him “What do you want, what sounds do you
like?” and he told me what to try. Two weeks later, I got the call to be an extra
on a Bruckner piece to record. So we recorded that music, it was not a concert.
And we got the scores before, so you can check everything. This was my second
time in the radio and there was this huge setup. Suddenly, during rehearsal and
they came up to put new music on the stand. The conductor just said, “Hey, let’s
just play this through before you go home so I can get an idea for what we
should work on tomorrow”. And immediately, it was four bars of the orchestra
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and then four bars of xylophone with the rest of the percussion out. So, nothing
else.
And I nailed it; the whole brass section sitting beside me was like “wow”.
And you get that positive feedback and they said “thank you, wow”. And Stig
was super proud for bringing his own student to do this. He couldn’t do it, so he
was the one trying to make sure I was ready to play. At that point, I was in the
Radio almost every other week.
January of 1983 I did the music army. It was my second year at the
University. The army lasted seven and a half months, which meant that I would
be done in August. So I asked if I could come back to my class, and come back as
my third and final year? I asked them what I needed to do, so that I wasn’t gone
from the program. I came back seven and a half months later and no one really
noticed I was gone. The new dean of the school, the wife of the vibe player from
the Framnäs school big band, made sure to sit me down and tell me that I
couldn’t leave again. She wanted to make sure I stayed in school. And then two
weeks later I got a call from Stig “You need to come, we have a tour with the
Swedish Radio. I promised them you would come.” So I put my name down for
being sick, and I got a cab and disappeared.
It was a fantastic time. My education was in the orchestra with the
professionals. I never studied any excerpts. It was just on the spot in the
orchestra. For me, it is a big surprise that schools spend so much time in the
excerpts but almost no contact with it in the orchestras. But that is a luxury.
Then, when I moved down to Stockholm, it was big band one evening, it could
be the symphony, it could be the theater, it could be anything. And then,
teaching like crazy.
So you finished your college degree?
AÅ) I have a Masters of Fine Arts degree. Which is basically like a fouryear program. It is not comparable to the masters that you have now a day.
Basically a little more than a bachelor’s degree. In my case, I skipped one
semester my second year.
Anne) No you didn’t skip it. You were doing your service because in
those days it wasn’t voluntary. So you were playing, which is part of the reason
why they let you do it as a term.
AÅ) On top of that, the captain for the military drumming was also a
cornet player. He played beautiful jazz cornet, like Chet Baker in that style. And
he realized quickly that I played vibes. Then, I felt so weird about the whole
military thing; the first three months were the things outdoors with all the
camping and the shooting. We also started to do some of the music at the same
time.
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So did you go through basic training?
AÅ) Yeah and I really hated it big time. But, I was smart enough to work
things out by playing with the captain. We had all these military guys, who
wanted to be there, shooting and shouting and loved it, but that wasn’t me. As
soon as there was music, it was fine. It is hard for me to do this, and the captain
would say, “I understand, but you need to do this and this”. After that, he was
supposed to retire in 1985, and he came up for a jam session. He said, “I want
you take over my job”. I did not really want to spend my life in military service,
but it was a fantastic offer and it was a huge thing about trust. But a few months
later, the military came up with a rule that said hires needed to come from within
the army, not from the outside.
[Then Anders proceeded to demonstrate various signals, calls and rudiments
that he remembered, followed by a discussion on interpretation and creativity]
Anne) It’s not wrong, it’s different. That’s my motto. If I could have one.
AÅ) And then that takes you into the theater, where you’d work with a
director. He says, “I want, like, a windy sound and kind of scary”. So you just
need to figure out, ok, I have a drumset here. And here, lets figure out
something. You can’t say, “Can you write that out?” Or if he asks, “I need
something like a march, but not really.” So you just need to be constantly
creative. I think the music education should be more in this field.
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General Compositional Techniques and Specific Examples:
17 December 2016
MG) So you never really think about chord structure per say? It seems like you will play
and then you come up with a structure later to follow through with it. So it’s not like
you sit down with a pen and paper and go “I want to go A to B to D to F-sharp”, it’s just
whatever you play and think of in your head?
AÅ) In some ways yes. I have no respect for the circle of fifth and all that
stuff. Everybody seems to, but not me, because I think it is fun to jump away
from something expected.
Anne) I would say that you have a great respect for it, because you know
what it is but you don’t use it.
AÅ) That’s maybe a very good way to say it. I think that comes from
standing and listening to what you like. I mean, I really like Mixolydian chords
because Mixolydian can go anywhere to me. I don’t really like major seventh
chords as much. Like Debussy, using so many major seventh chords, so
beautiful, but it doesn’t get that tension. But Mixolydian is the happiest world to
be in for me, and it has a tendency to go that way for me. Also together with the
Dorian mode, I like those combinations. Because it gives that dark mode into the
happy mode: all the time, back and forth and back and forth. But it’s not like;
OK I know exactly what progression I want here. Sometimes it feels totally
natural, like for example, you play F7 and then you go down to a D-flat7 chord
because that’s a nice stretch and it gives a totally another open thing. But maybe
you should, or could go to a B-flat 7 and then you’re going into something like a
blues for example.
Many times it comes naturally, you stand and try different paths.
Sometimes it’s a sticking thing or a phrase like we did in the studio. Just a short
moment, and that then let’s you pick a few different options whether you want
to play F7 or Bb7 or D minor 7. So it really comes from inspiration when you are
standing there and playing.
I also think that sometimes people can’t play the music because it sounds
to weak or straight based on their interpretations of the composition, because
they don’t know how to do it. Because they don’t hear it. For someone like you
Matthew, you would take a piece and you would know what to do because you
have been dealing with my music. But I am sure that because I am not a picky
person that I don’t want to write out everything in the drum part or everything
to be phrased. My idea is like, if you’re a good player you will figure that out, or
if you are a good leader you will get the ensemble together. My idea is that I
want to give people the freedom, but I think that sometimes it sounds very weak,
or not so strong or groovy. Because everything sounds a little square. I learned
from that that I need to be clearer in my notation.
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Bell Power
I asked Jim what instruments he would have on stage. I know he had the
Aluphone and I know he had his almglocken. I said those are interesting
sounds. But that was not the first idea that started the piece. I knew that he had
those sounds. But the real thing was like, I asked him what kind of pieces he had
on the concert, and he told me what he had. And so he wanted something with
power, and of course I thought, bass drums. How about two bass drums playing
in unison? That’s not so common. So I started to sing that theme, the bass drum
melody. And everything is based on that. So that’s how that came up.
And then, I was thinking about some nice chords in between this bass
drum melody in the beginning. I think the first 32 bars or whatever is sort of the
whole piece for me, you know, and then you go into variations and in the end
you go into the bell tones “ding”. But I’ve always had a passion for the sounds
of the bass drum and for when you play on the rim, but in this case we used
woodblocks to give it more projection.
The bell sounds come after the mallet process, So I just felt I needed
something kind of similar to the bass drum, cause it had a sort of power through
the whole ensemble, especially at the beginning and so on, but it had its own
character. So I was thinking I need some high sounds, and I like the sounds of
church bells. That’s a beautiful sound with more power to add emphasis to the
end. I think that was really the whole idea.
Bluegrass Bounce
We stayed in Jim’s house and I was up in the night with Emma. She and I
were in the basement. She was sleeping and I was just staying awake and
thinking. I was thinking, “I’m up, I’m here, I’ll do it now”. Something in 6/8,
because of all the 6/8 pieces with Evaristo Aguilar on the Mexico trips.
That one just happened. I think, two nights later, I handed Jim the piece.
I came into that super flow, and the next day I couldn’t go to bed because I was
so excited. I think the whole key was that he always wants to include everyone
on my piece. With all this added percussion you can add one or two or ten guys.
There are some nice melodies in that piece as well. The rhythm and bass line
create melodies that I would sing over in the studio, just like we did in the studio
on Tuesday.
Kvart i Fyra
This one was really only based on the first four melodic notes you hear in
between the drums and percussion. That’s the whole piece. And then
everything starts to fly in your head, and that was written for the main part on
the kitchen table.
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Finding Fossils
The piece starts in the marimba. That’s the piece, actually. So I was
thinking, just make a bolero style. So the marimba is the replacement for the
drum. And then everything around that just grows. The same thing with
Bluegrass Bounce that I would play the marimba pattern and found a melody
really quickly, which I was singing and then I wrote it out. It is based on that
marimba pattern and the flute melody. It was really easy to then find a bass line
and all the other stuff.
If you look on the score, a lot of the stuff is based on the marimba pattern
because you add some notes from all over. And then in the end, I add the
cymbals just to make the last big growth. I remember when Jim was playing it, I
worked hard with them to get them to wait as long as possible and then finally
Schooom. And I remember at the concert, I saw even on Jim, he was conducting,
he was so proud and he was lifting and the whole audience was like “wow”. It is
a happy piece, Mixolydian almost.
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General Biography:
18 December 2016
MG) When were you born?
AÅ) February 2, ‘62.
And then where, what town?
A town by the name of Västervik
How long did you live there?
Until I was 16 years old. So I finished what we called, Ground school, or
grade. And then I spent 2 months on the gymnasium school, which is a sort
of High School. Before that, during my last semester, in my last semester of
Ground Semester, I applied up north for a school called Framnäs. Framnäs is
like a pre-school for college. But, much higher than the high school level, I
would say in a lot of ways. So I spent three years there, after spending two
months in the Gymnasio in my hometown. I was actually too young to get in,
you can only get in if someone quits, which happened, and then I was in heaven.
So I got in there October ‘78.
9th

And so what about the rest of your family? I know you have an older brother Thomas
who is 4 years older. Are there any other siblings?
No.
And then your parents?
My mother is still alive. She is now 83.
What is her name?
Inga. It is a very Swedish name. My father’s name was Lennart, and he
died in ‘93.
So you grew up playing drums, loved playing drums?
I actually grew up, well let me say it like this: my grandfather was one of
the most outgoing musicians in my hometown. He had some band, it was a
great amateur group, and if it were today it would be professional. He played
double bass, he played trumpet, and he played French horn. He could play some
guitar I think. He arranged a lot.
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Was he one of the big influences that put you in the jazz world a little bit?
Eh, yes. He had his own band where they would play everything from
Goodman to Swedish Dance music to Polkas to whatever. Many times when he
would babysit, I was sitting in the front of the group; I was maybe three or four
years old. They would be standing in a circle and rehearse. So because of that, I
grew up early on with music. When I started to play drums with other guys, the
tunes were in my head sort of, especially the swing era.
When did you decide you wanted to do percussion?
I was 12 years old. I started to play piano when I was 10. I played the
French horn when I was 5 and some trumpet for [my grandfather]. I had a
fantastic piano teacher and I said to him, I also would like to play drums. He
said, “No problem, lets walk over to the next room” and he knocked on the nextdoor over and the clarinet teacher answered. It was his best friend who could
also play some drums. Really just snare drum military style. So he gave me a
practice pad and sticks and said, start to practice like this and this is how you
hold them and here are some books. Because I could read from the piano,
playing piano for two years, I could read well. He started to train me first with
“you need to learn how to read music” and I learned it very quickly, I was
probably very motivated. So I took a lot of drum books, and I got a drum book
from a friend of my father, he gave me a book from Gene Krupa, and I tried to
figure that out. So I am very self-taught in that whole drum business and
percussion teacher things.
Who else, other than Jan Johansson like we talked about last night, have been major
influences musically?
I would say that my piano teacher for that fact that I remember that when
he played piano it always sounds incredibly good, and he could play all these
wonderful chords, and I was wondering how he could do that. He started to
teach me all of these chords and the chord symbols. And he told me “you need
to improvise, you can do whatever on this, two drums for example” So I got into
that training early. There was him, and the trombone teacher in my hometown,
who I asked if we could start a big band together. He was conducting the big
band that I started and he played trombone totally beautifully. I wanted those
sounds but on drums. It was very melodic and all that stuff.
And then when I came up to Framnäs, I played with the Dean of the
school and he played fantastic clarinet, a good classical player, and good swing
player. His best friend was a vibe player. He could not really read music, but
had fantastic ears. Then he also played vibes well, very inspired by Oscar
Peterson’s style, which has also inspired me. So I was playing drums besides the
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vibes all those times, so it was in my ears. And we always had a great time. I
would say those guys have been a big inspiration. I would also say that my
percussion teacher that I had at Framnäs was a big inspiration, who came up
once a month, he was in the Swedish Radio, and he was a fantastic snare
drummer, Stig Arnorp, and he also was good at all the accessories. He had just
been learning them all by playing. And with the mallets, he was not strong, and
he knew that. He said, “You figure that out”. So I said Yeah, no problem. So
that, of course, gave me fantastic confidence that I could actually do that.
So early on, when I came up to my second year up there, I started my own
percussion group, and I also had my own other kind of fusion group where I
played vibes. That’s how I started to enter in the improvisation and keyboards. I
would like to have played drums, but we had another drummer, and he couldn’t
really play keyboards. So they said “Anders, how about if you play vibes and
marimba?” and I said, “Sure.” I got a big interest in that.
In your eyes, how important is it that students create their own groups or to create their
own ensembles?
I think that if you would really like to learn something, that is what you
should do. Because it is not only about solos, it’s about how to learn how to
work together, and all that that entails. From everything like dealing with
people that never show up on time, or that never practice on their parts. Those
kinds of things. I think early on, you plan for your future, which you don’t really
know about. In your backpack, you put a lot of skills. Plus, when you run your
own group and when you go to your lesson to your teacher, you are really more
grown up than the people that don’t do it. Just from the fact that you don’t
understand this kind of stuff. So you appreciate your teacher more, you
appreciate the experience. So I think should be in the curriculum; that you
should have your own things going on.
Besides that, what do you think the modern curriculum should include that it currently
lacks, from your experience, whether that’s talking to other faculty members or what you
have seen in Sweden?
I think there is something: It will probably become more and more
important that you need to be your own entrepreneur. It will be harder and
harder to survive as an orchestral school, because all of us know about the
shrinking down of that world. Even in Italy, they have shut down operas, which
is the center of the opera. So I think it is more important that become more and
more acceptable to different styles. Also, compose and improvise, and play: to
prepare your students, they should play in every situation they can. And then,
yes you can specialize; but still you should be very wide open.
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If you are going into teaching, do you think that changes at all, or do you think that all of
those things enhance being a teacher as well?
I think it is important as a teacher to have some kinds of things that you
get connected to and that you get passionate about. Lets say it like this: I think
that as a teacher you need to have an identity. If that identity is a super great
cymbal player or snare drum player, it doesn’t matter. You just need to have an
identity of something because that is something that you will grow from and that
you will always save your confidence with. I think the worst is when you do a
little of everything and you don’t feel good about anything. That effect goes
immediately into your teaching.
And also, I know there are guys who probably struggle because they have
an identity that they don’t want to have anymore. I think, it’s not bad anyway. I
know in the States, marching people, maybe they would like to say, “yeah I am
done with that, I don’t want to be connected” But still you cannot take away that
handcraft the person has. And as soon as he includes other things into his
marching and starts to go into another direction, it just makes the marching even
better because you put some other spices and ingredients to make you more than
just a super nerd. I think that’s sort of the way to go.
We talk a lot about identity and things like that, do you feel like the world is ever going to
move to a place where you can have multiple identities or do you think that just because
of the way humanity is, we are always going to be seeking to put people in boxes?
I think yes, it will always be like that. And I can understand why. We
would like to control things. But we act more or less in that style. Some people
would really like to know. “What kind of person are you, what instrument do
you play. Are you a timpanist or what are you? What is your specialty?” Or
some people say, “I don’t really care”, they care if you are a good musician and I
think everything depends on how much you would like to control things, in a lot
of ways.
What are some things you could do as a teacher to get students to let go of that control?
I think Jim Campbell is one of the best role models together with someone
like Michael Burritt. I know these people really well and I see how they operate.
They bring in other people, other players. “You see, this is my way to do it. You
see this guy, he does it differently”. The message is sort of the same: we make
music. But why do we do it differently, it could be from a physical standpoint, it
could be two different people. It could also be experiences and two different
takes on it. It’s only good, because it gives the student a lot of wonderful
options. You go home and you try them, and hopefully you find your own way
through this filter. But I think the people who don’t do this; I think they have
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harder times to give more wide-open eyes to their students. So I think that is the
way to go.
I mean it is like, when I was teaching and someone wanted to learn about
congas, I would say that you should meet the great conga players. If you had the
chance you can go down to this place and you can meet this guy or try and bring
him up, and then you try and connect to find a possibility to work together. If
you know you are in this school, my focus is percussion ensemble, and
keyboards and overall percussion. I am not a conga player, and you know that
before I enter here that I am not a conga player. That means you need to invest
in this with your own money, otherwise you need to change to another place that
has this focus. And I think that is the honest way to do it, and if you explain that
from day one, everyone will accept that and it will give the students more
options.
I think the bottom line in the teaching world is to get people to get curious
and grow up and understand that I cannot practice for you. You need to practice
to be a better player. You need to work with other people to be a better player. I
cannot do this work for you, the only thing I can do is to guide you. And from
my own experience, I can give you this and these possibilities. I know I can do
certain things, I can teach you the basics. But, as the student, you need to be
really open for those things; otherwise, you will never learn anything.
Going along those lines about giving students inspiration, do you think that passion and
inspiration are something that every teacher should focus on and strive for, creating an
atmosphere of inspiration as opposed to an atmosphere of education?
I think it depends on so many factors. If you have 5 totally dedicated
students and they just love to play anything, they can do anything, and you as a
teacher start to fly, because you get feedback all the time. You get positive
feedback from the students who are super hungry. This is how I operate, I will
immediate create an ensemble; go on a tour and this and that. With all that, I
will say “guys you need to compose”, then you come up and they have been
composing, and suddenly they have taken the next level and jumped up five.
But then if you get students that say things like “Oh you know I don’t feel good,
and my left hand, and I need to rest and I’m not sure, and maybe I should take a
year off”. Personally I say, I am sorry but I am not the right teacher for you,
because I have never had those problems as a teacher. If you feel that you
always need motivation from someone else or someone to kind of drag you, I
think you are in the wrong spot. And sometimes that can change. Back again to
the 5 students and this is the 6th person who is unmotivated. He or she can start
to get involved there because the others spread the great vibe. But it’s also the
opposite, this single person, if he starts to spread too much negative, he can
destroy these five, hungry people. It’s easier to destroy than to build up stuff.
I think the message is that you just try to spread a positive vibe as much as
you can, which can be really hard. In Sweden, you never deal with 20 to 25
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students like you would in the States. You deal with, at the most, 10. Which is
so much easier in one way. On the other hand, I cannot say to one of those guys
“out of here, because there are 10 others standing in line”, there aren’t 10 others
standing in line. I think the difference from what I see in Sweden from the States,
you get comfortable and friendlier with students here. Friendly of the fact that
you get more personal with them, and sometimes, that can be the backside of the
coin for yourself. Suddenly, you lose the professional track between. I think in
general, what I see with the teachers in the States are that they are much more
professional than I am of that fact. “You know that if you don’t do this and this
and this, go”, sort of, I know that’s not the whole truth, but part of it is that I
think that it’s another kind of confidence with some teachers.
Going down a different path a little, going back to your use of recording. In terms of
teaching, how important is it for students or anybody to listen back?
I think it is the best teacher you can get, because the answer is there
immediately. You cannot escape from anything. This is how I sound. I wish I
had all this fantastic gear that I have now when I was a student, when I was 16, I
probably would have had 50 CD’s out now. But that time, I couldn’t afford it,
plus you had all the tapes with the cassette with bad tuning and bad sounds, but
you can at least hear back your idea and your phrasing or whatever. I didn’t
have any multi-track recording, it was just one track, and then with headphones
on you would just play along and just imagine other tracks. Now, I can record
24 tracks in my studio, I can make my own ensemble. Totally unbelievable.
I guess the underlying theme there, is that students should have an understanding of the
recording and should definitely have access to that from an academic standpoint, that
schools should be providing a lot of that or at least that knowledge?
Yes, I mean, you say to a student you should have this and this in your
stick bag. And one of those things that you have in your stick bag is some kind
of recording gear, and now we all have smartphones. The thing is like, you have
a lesson, and you and I know from experience, you say “do this and this and this,
understand?” and then the student walks out and thinks “wait a minute, what
did he say actually” and you maybe take in 10 percent sometimes of what the
lesson was actually about. Then you come back next week and the same story,
the same thing. I am 100 Percent that all of the teachers around the world have
said at least five times in their life, “I said that last time” and that’s a normal
process in one way, but how can I improve for myself, and think if you record
the lesson you can immediately go back and listen, and then you can go back and
listen while you work on something and you can take notes and those notes can
then become a list on your music stand that says pay attention to this and this
and this. It’s perfect to have in your practice diary.
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Do you recommend for students to have a practice diary where they have goals?
Absolutely, I think it’s the best way to improve. For people who don’t use
one, I think what happens today is like, more than I have seen before, it’s a big
stress. “I need to practice on this and this”, sometimes you set it up but you
don’t actually practice on anything, because you are so stressed. So you don’t
have any routine. I think two things, or maybe more. If you come into a school,
your favorite instrument is the marimba, make sure you play it every day, not
like 2 hours a day, but maybe 20 minutes in the morning and the evening before
you go to bed so you feel like “that is me”. During the rest of the day, you fill up
the others with, if your enemy is the snare, make sure that you practice the snare
drum two hours per day, and if you don’t have a plan, you will hate it more. If
you have a plan, say 20 minutes on this, 20 minutes on this. Then after a while,
two months, you no longer have to look at the watch, it goes by naturally
because you have found a routine to do it. I mean it is like running, if you have
never been running really, after the first two kilometers you’re totally, thinking
you’ll die. Part of it is your brain playing this game with you, a psychological
game. Then you run with a really good runner who doesn’t run two minutes
ahead of you, but runs beside you and helps you by saying, “if you think about
this and you breathe and down with the arms” suddenly you get the tools and it
makes it more fun. And then the next time you run you start to think about
those things and suddenly you’ve been running three kilometers without
thinking because you have the tools and you start to read about running and
then you start to feel healthy and whatever.
I think it is the same with practicing, but there are two ways there as well.
I grew up in a city where you would just play, never practice by oneself and then
I realized I should really practice, so I needed an idea of how to do this. So I took
a snare drum lessons from a professional player and that changed my whole life.
And then I practiced two hours per day just on paradiddles, and suddenly, when
I started school, it became 4 hours of snare drum per day. And that’s the whole
mother ship for me. Everyone says that you’ve been playing vibes, yeah but
snare drum is actually my base, still. So it’s actually, I think the routine thing,
and you can see the progress. It was August 1st and then you record as much as
you can, and you listen back in the evening and take notes. Tomorrow I will
make this better, and tomorrow I will do this and this. And after two months
you can see and hear progress. You will notice people will say to you, “wow,
sounds good”. Which then increases confidence.
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APPENDIX B: JOURNAL NOTES FROM RESEARCH TRIP TO
STOCKHOLM, SWEDEN
12 December 2016
 Arrived on SAS 945 from Chicago to Stockholm, Sweden (Arlanda
Airport)
 Long car conversation with Anders detailing project more closely
o Discussed disadvantages to strict curriculum of European
repertoire
o Discussed contemporary students focusing more on solo career
over chamber music
 Drove from Arlanda to the other side of Stockholm to visit his practice
studio. (Shared space with his cousin Lars, self-employed contractor in
construction)
o What does “good music” mean? Does it have to be written down
on paper for it to be appreciated?
o Looked through Anders’ studio and examined microphones and
recording setup.
▪ 2 CM3 Line Audio Condenser Microphones hanging from
ceiling above the vibraphone
▪ 2 CM3 hanging from ceiling above the marimba
▪ 2 CM3 microphones on stands acting as room mics
 Went to see Jan Levander’s Jazz Septet at Teater Pero: arrangements of
Swedish Christmas Carols. Juljazzen anfaller (recordings available on
Spotify
o Jan Levander, Baritone and Tenor Saxophone
o Johan Norin, Trumpet
o Linus Kåse, Alto Saxophone
o Mats Aleklint, Trombone
o Mattias Linberg, Piano
o Filip Augustson, Bass
o Jesper Kviberg, Drums
▪ Interesting dichotomy of
• Consonance and dissonance
• Rhythmic simplicity and Complexity
• Structure and Freeform
• Recognizable and Foreign material
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13 December 2017
Lucia Festival Day
 At Breakfast, Anne mentions Anders’ two main inspirations
o Sailboats
o Being Outside
▪ Anders adds coffee
 Drove to Gamla Stan, the old city of Stockholm, to see:
o Kungliga Slottet (Royal Palace or Stockholm Palace)
o Stochkolm Cathedral
▪ Location where Anders and Mattias Wager (on organ)
perform regularly, with Mattias up top and Anders on
Marimba or vibes down below.
 Drove to the studio again to discuss compositional techniques
o TASCAM 1, First session on improvisation in compositions and
looping techniques
o TASCAM 2, continued discussion, with more ideas for teaching
students to find melodies in improvisations as well as in
compositions.
o Sometimes his compositions were just fun and creative ideas he has
related to seasons.
▪ Examples include the Zildjian video playing Jingle Bells
▪ A Minimalist arrangement of Silent Night (Stilla Natt) with a
pedal tone of E almost entirely throughout.
 “Always go On”
o Referencing the ending of pieces, and teaching students to perform
through the ending of pieces
 TASCAM 3
o Discussed recording projects and performances with Double image
and MalloStrings
▪ Dave Samuels
▪ Anders Åstrand
▪ Anna Dager
▪ Hanna Ekström
o Showed me examples of music that Dave had written and Anders
had performed, including the example of Slow Dance, a very tricky
and contrapuntal jazz piece with moments of D minor and A.
 TASCAM 4
o Discussion with coffee on confidence and growing up
 iPhone MEMO RECORDING
o Dinner Discussion with Anders and Anne on early drumming
experiences and early influences
o Started dating Anne in May, 1983
111

Met through another drummer, Anne loves marches, listens
to them every Saturday morning.
▪ Left Piteå in 2002
▪ May 1978, applied as a 16 year old to Framnäs, usually too
young to get in, but in October someone quit!
• Had a great reputation for percussion ensemble
• Had their own Percussion house, and Stig would
come up from his work with the Swedish Radio once
a month.
 Went to St. Jacobs Church to view Lucia Festival
o Swedish hymns mixed with 2 or 3 English Christmas carols.
o Mattias Wager performed on Organ and piano, demonstrating
some improvisational material in between songs.
 Discussion with Anne before Dinner
o In Stockholm schools, children either participate in either football
(soccer) or music (choir). Band is not really much of an option
o Also, there are no real solo, individualistic voices in the choir. The
goal is a balanced and blended sound. If you want a soloist, they
come out of the ensemble and then go back into the group as soon
as they are done with the solo moment.
o Why does Anders do what he does:
▪ “Passion, Pride and Joy” - Anne
• Helped by his cousin 3 years ago when he moved
studios. Helped him to prioritize and realize the
importance of doing what makes you happy
 Anders Facts:
o Started teaching Piteå in 1988
o He was 23 when he moved to Stockholm in 1983
▪

14 December 2017
 Discussion with Anne about her work at breakfast
o She works as a senior advisor to the Director General for a Swedish
Agency of Accessible media
▪ Working currently to help transition the legislature in favor
of affordable accessible media with new technologies
 Discussion with Lars Johansson over coffee (Anders’ cousin with whom
he shares studio space on the third floor above a large carpet
manufacturing company.
o Lars owns Byggnads AB Libellen
o He was very influential to help Anders through some difficult
times as Anders moved to work away from the Universities and
performing music he does not really love.
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Lars did the same thing by moving away to form his own
construction group, instead of working for more pay at a
larger corporation
o “Students should be asking ‘Why’ teachers do what they do,
instead of just repeating without thought”
o Other issues with today’s younger generation is that they don’t
respect elders and those with more experience
▪ A similar issue that Anders has brought up
o Students would rather work in the media and become famous than
to work in fields like Lars’.
TASCAM 5
o Recording of Anders Trio with Thomas Wingren on drums and
Robert Erlandsson on bass at Grand Central by Scandic Hotel.
Drove out to KMH - Kungliga Musikhögskolan (Royal College of Music in
Stockholm)
o Setup rehearsal space for a Zildjian cymbal day with masterclasses
and clinics by Peter Kates, Anders, and myself.
o Met Rolff Landberg who was with the Royal Guard as a drummer
for almost ten years but is now a freelance musician in Stockholm.
▪ One of Anders’ former students from piteå
o Also met Daniel Berg and Joakim Anterot (professors of percussion
at the college)
▪ I recognized Joakim from his visit to Kentucky in the fall of
2011
o Came back later that afternoon to view the percussion ensemble
concert. Slagverk I nytt Ljus, Percussion in a new light based on their
new facility and beautiful new concert hall.
After the concert, went back to the hotel to pick up Anders and help them
pack up after the hotel performance. Then we took Peter Kates back to his
hotel
o Peter is the Principal Percussionist with the Bergen Philharmonic
Orchestra in Norway.
After dropping off Peter, we went to take the vibraphone back to Anders’
studio, but traffic and construction forced us to simply take the
vibraphone back to his apartment.
▪








15 December 2016
 After breakfast, Anders and I went to pick up Peter Kates from his hotel.
 After my group masterclass on rudimental drumming in the States, I went
in a room with Thomas Åstrand (Anders’ brother) and a few of his
colleagues from Southern Sweden to discuss the educational system in the
States versus the system in Sweden.
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o In Sweden, Marches are incredibly important as is most of the
cultural heritage
o Another mention of ½ of students participating in sports, and the
other participating in choir.
o Their system allows for 20-minute lessons once a week, and then
the orchestra can meet for about an hour after school. That is the
only time the students get to play in a group or with teachers.
Notes from Peter Kates masterclass:
o “It is always easier to be relaxed than to get relaxed”
o Preperation, Acceleration, Crash, Follow-Through
After the Kates Clinic, Anders demonstrates cymbals using students and
attendees of the Zildjian day. Continues to do his consulting work that he
has been doing since 2008.
After, we all went to dinner to celebrate at a nice Italian restaurant close to
Anders home (Anders and Anne, Thomas and Tobias Jutestål - vendor
and his son who helped Anders setup and sell merchandise - Thomas
Åstrand and his two colleagues, and Joakim and Daniel from KHM)
Thoughts from Thursday:
o Anders wears many hats, from a performer to a clinician to an
educator to a consultant
o He has his hands in everything in a good way. He is constantly
observing and watching to make sure corrupt teachers and
influences do not negatively affect students’ attitudes and abilities.
o He spends a lot of time working with students and adults to help
them through tough times, whether that is work or health related.
o People have a hard time categorizing Anders, trying to put him in a
box, because he is not a jazz vibraphone player exclusively, nor
does he only play avant-garde works, nor does he avoid drumset or
other classical percussion.

16 December 2016
 In the morning, Anders and I left with Daniel Berg to drive two hours or
so to Örebro Universitet, where Daniel teaches regularly and Anders
works as an adjunct, coming about 3 - 4 times a semester.
 Additional Personal Thought
o Swedish culture/ heritage is very strong, but also pushes for
multiple languages, allowing for the citizens to be cultural
chameleons and more capable of world ventures, which could
explain some of Anders musical chameleon tendencies to blend and
fit in with every musical scenario.
 Daniel seems to be a huge influence on Anders as well as hugely
influenced by him.
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o He was discussing one of his new works that uses balloons for each
player in the ensemble, playing them with a choir or as rhythms of
a piece like John Cage’s Living Room Music.
o He currently teaches all over Sweden, living and teaching at the
University of Gothenburg, Örebro, and Royal College of Music.
o One comment he made about improvisation:
▪ “You have to have a place to start” But where you get that
spark can be anything.
▪ Referring to improvisation and inspiration that shifts you to
other realms.
▪ Anders then added, it doesn’t have to be art or anything
specific
o Part of the conversation included: places like Piteå and Örebro can
no longer fill up a full orchestra with students, so the next logical
step in Sweden is to eliminate antiquated programs and replace
them with chamber ensembles.
o Also found out that Anders did not actually sing in choirs growing
up, just associated the marimba and vibraphone with choral music.
In his small town, the choir was not a part of the school system like
with Anne.
Arrived around 11:45, where Anders simply got to the stage and stepped
into a rehearsal of his piece “Metroplex Drive”.
Then the studio of 6 students performed an ensemble concert followed by
a solo concert, fiving students opportunities to perform for an audience.
o I took videos and pictures of moments of this piece as well as a duo
that Daniel had written called “Night in June”.
o The whole percussion studio and I also played a piece by Anders
called “Sounds of October Part 1”.
o Small but inquisitive audience
After that, the studio and I went into their rehearsal space to work on
more rudimental drumming, similar to the clinic I gave in Stockholm.
Anders and I left around 6 to go back to Stockholm, Daniel took a train to
go back home to Göteborg.
o “When you play, that’s when you can fly” - Anders
When we returned to Stockholm, Anne was home as well and helped to
discuss some of the fun traditions of Sweden around the holidays as well
as throughout the year, including the JulTomte for Christmas and
Froggies for Midsummer.
o Sweden is one of the most Secular and Independent countries in the
world, yet celebrates all major Christian holidays.
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17 December 2016
 Today we took a visit to Skansen, and open air museum featuring houses,
cultures and animals from all over Sweden in one park.
o iPhone MEMO RECORDING
▪ Audio from car ride discussing Anders’ piece conceptions
for works discussed in dissertation
o iPhone MEMO RECORDING
▪ Audio from two fiddle players inside a cabin at Skansen. It
was a folk, dance style where the performers were tapping
their feet on 3 and 1 of a 3/4 work, known as a Polska
according to Anne.
o iPhone VIDEO
▪ Recording of a contemporary band performing a folk rock
version of the midsummer froggie song that Anne had
mentioned the night before.
 After Skansen we went to go buy Christmas trees for Anders and Tove,
but we also went to a coffee place.
o Anne mentioned that Anders did not start composing large
percussion ensemble works until having children. He would start
composing at the hospital while Emma was there as a way to get
his mind wandering away. Composing was more effective than
reading.
▪ Purge was specifically written and influenced by a hospital
visit.
o His compositions can be explained with the matter of planning and
worrying versus being ready and flexible for what life throws at
you. You can’t plan out every step of your life and assume things
will go exactly as planned, just like music doesn’t follow a strict
and direct plan.
▪ Anders’ music is extremely open to personal interpretation
and voice, and that potentially scares some away.
 After, we bought the trees and met Tove to take her tree back to her place.
Met up with Tobias and Thomas again to move Zildjian cymbals and gear
back into Anders’ studio.
o Continued discussion of problems with perception and identity
▪ Particularly how it relates to the views musicians must
uphold to gain momentum in careers, and how difficult that
can be to change later in life.
 Dinner with Anne (Swedish Meatballs!!)
o Good conversation on influences for Anders and the expansion of
Jazz into Europe and Sweden.
o One of Anders’ biggest influences in Jan Johansson and the album
Musik genom fyra Sekler (Available on Spotify)
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▪

▪

Jan is also hard to categorize because of his contemporary
treatment of Swedish traditional music, mixed with heavy
jazz influences as well as Ives’ like treatments. Brilliant
arranger as well.
He was a bigger influence than most vibraphone players that
Anders would listen to growing up, like Gary Burton.
Anders feels that he sounds far more like Jan or a pianist
than he does a traditional vibraphonist.

18 December 2016
 Late Morning on this Sunday getting up, a good day of rest.
 Today is Tove’s birthday, as well as Jim’s birthday in the States. We will
call him later to celebrate.
 Today was the day I also met Emma for the first time.
o Had a great discussion on her philosophies and interest in math as
well as her thesis on proving time to be infinite in both directions.
She is incredibly smart.
 Took the vibraphone from the apartment back to the studio to also do
more work with Zildjian materials for end-of-the-year inventory.
o TASCAM 6
▪ Conversation in the car regarding compositional techniques
and interests with other music.
o iPhone MEMO RECORDING
▪ Quick conversation with coffee discussing some influences,
but then back to working with cymbals.
 After that, we drove home
o TASCAM 7
▪ Good conversation in the car regarding Anders younger
biography and early influences.
▪ Names from that recording that I did not get spelled out:
• Jan Bergström, Piano Teacher
• Alf Johansson, Grandfather
• Bob Henders, Trombone Teacher
• Curth Forsberg, Dean of School in Piteå
• Stig Arnorp, Swedish Radio Symphony Percussionist

Copyright © Matthew Ryan Geiger 2017
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APPENDIX C: SELECTED DISCOGRAPHY
Anders Åstrand has recorded, produced, and participated in several
albums over his lengthy career, with certainly more to come in the near future.
He has been a part of several recordings that may not even mention his
participation. With that in mind, below is a list of more recent recordings from
the past twenty years that are representative of his work as a composer and
performer for percussion ensemble, producer and performer in chamber works,
and recording engineer and performer within duo groups.
Coffee at the Gallery, (AACD1), recorded by Global Percussion Network - Anders
Åstrand, Rolf Landberg and Daniel Saur (2011). Music composed and
produced by Anders Åstrand. Recorded and Mixed by Tomas Bohlin at
TGB Studio, Stockholm, Sweden 2008-2010.
Face to Face, Produced by Mikael Berglund (2011). Performed by Evaristo
Aguilar, Mikael Berglund, and Anders Åstrand.
Framework, (NCBCD004), Recorded at GPN Studio and Mastered by Mikael
Berglund (2014). Daniel Berg, Marimba and Anders Åstrand, Vibraphone.
Frantelunia, Mixed and Mastered by Mikael Berglund (2013). Performed by Vibes
& Bass, Anders Åstrand and Mikael Berglund. All Compositions by
Mikael Berglund except To Brandon and Karusell, composed by Anders.
Global Percussion Network “Rauk”, Opus 3 Records (CD 22011), produced by
Anders Åstrand and Jan-Eric Persson in Stockholm, Sweden (2001). All
Compositions by Anders Åstrand.
Ice Dance - Single, Produced and composed by Anders Åstrand (2002). Performed
by the Global Percussion Network.
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In Concert, Caprice Records (21752), Performed by Barents International Chamber
Choir (2005). Directed by Erik Westberg. Anders Åstrand performed on
track 4, “Solsonerna”.
Intrinsic Versatility, Mark Custom Recording (50209MCD), Produced and Mixed
by Miles Osland (2013) Performed Anders Åstrand work Finding Fossils
with the University of Kentucky Percussion Ensemble.
Jazzteco, (EACD03), Music improvised by Anders Åstrand and Evaristo Aguilar
(2009) Produced by Universidad Autónoma de Tamaulipas.
A Kaleidoscope, BIS (CD1954), Executive Producer Robert von Bahr (2010).
Primary Artist, Peter Mattei, with Anders Åstrand performing triangle on
three tracks.
Letter from Malletonia, (MW CD02), Performed by Martin Wilkström and his All
Star Band, including Anders Åstrand (2001). Music composed by
Wilkström, Åstrand and others with several additional instrumentalists.
Like 1, Recorded direct to DAT by Eric Nordström at Piteå Musikhögskola (1999).
Musicians include Anders Åstrand, Martin Löfgren and Björn Meyer.
Live at Vatnajökul: Improvisations, Opus 3 Records (AMC19802), Produced,
performed and composed by Anders Åstrand and Mattias Wager (2011).
Live From Lexington, 07-08, Produced by James B. Campbell (2008). Performed by
the University of Kentucky Percussion Ensemble under the direction of
James Campbell. Anders Åstrand composed the final piece on the album,
Bluegrass Bounce in 2007.
MAP In the Moment, Performed and composed by Mikael Berglund, Anders
Åstrand and Pelle Claesson (2015).
Mythological Creatures, Skål Trio, produced, composed and performed by James
Campbell, Anders Åstrand and Evaristo Aguilar (2014). Recorded by
Anders Åstrand at the Batcave Studios in Lexington, Kentucky. Audio
produced by Anders Åstrand and Mikael Berglund in Stockholm, Sweden.
Nordic Vinter, Produced and Released on Bandcamp by Charles Martin (2013).
Anders Åstrand and Evaristo Aguilar perform on the first and fifth song
on the album, composed by Martin.
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Pleasant Meeting, (Lind/Astrand CD 1) Produced and performed by Frank Lind
and Anders Åstrand (n.d.) Recorded at Carpenter Road Studios, Piteå
College of Music, Sweden. Recorded and mixed by Maikel Soolas and
Mastered by Claes Persson CRP Recording.
Stockhomsbilder, Caprice (CAP215898), Produced and performed by Anna Norrby
(1998). Anders Åstrand performed on several tracks on marimba,
vibraphone, and percussion.
Tillbakablickar, Ladybird (795 56812), All songs performed by Gustaf Sjökvist and
Storkyrkans kör (2007). Anders Åstrand and Mattias Wager performed on
track 4 “Mässa I staden: Kyrie - Gloria - Benedicamus”.
Voces de la Huastecas, performed and produced by the Global Percussion Network
(2007) with Evaristo Aguilar.
World Wind, Mark Custom Recording (7393MCD), Performed by the Carroll
University Wind Symphony (2012). Seven Pieces of Wood composed by
Anders Åstrand and performed with the Global Percussion Network.
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DMA RECITAL PROGRAM NOTES
A candidate for the Doctor of Musical Arts degree in the School of Fine
Arts at the University of Kentucky must present three recitals in partial
fulfillment of program requirements. The following recital programs will
provide all recital information as well as comprehensive program notes about
each work performed. The three recitals include the following: the DMA Solo
Percussion Recital on January 31, 2016, the DMA Chamber Percussion Recital on
May 15, 2016 and the DMA Lecture Recital Presentation on February 12, 2017.
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Matthew Geiger

In a Solo DMA Percussion Recital
An Evening of Vibe Premiers
with Brian Nozny
Francisco Perez
Nick Bolchoz
Alex Smith

31 January 2016
Singletary Center for the Arts, Recital Hall
7:00 PM

*Note: Latecomers will be seated at intermission
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PROGRAM
Torreys Peak (2015)

Brian S. Mason
b. 1967

55 Bells (2015)

Brian Nozny
b. 1977

Brian Nozny, Vibraphone
Tesseract (2016)

Francisco Perez
b. 1990

Solo Vibraphone and Playback

Goya’s Dog (2016)

Matthew Geiger
b. 1990

-BRIEF INTERMISSIONTRIBUS COLORIBUS (2016)
Anders Åstrand
Cogitationes
b. 1962
Repente
Girum
Francisco Perez, Nick Bolchoz, Alex Smith
Puma Punku (2016)

James Campbell
b. 1953

Solo Vibraphone and Soundscape

V (2015)
Largo Espressivo - Allegro ma non troppo
Duple Dance
Abwesenheit
Petite Play
Da Capo al Coda Dodecafonia

Juri Seo
b. 1981

Ephemera (2015)

C. Snow
b. 1995

Solo Vibraphone and Electronics

For recording purposes, please hold applause until after each set/piece and have cell phones on
silent. No flash photography, Thank You!
This recital is presented in partial fulfillment of the requirements of the Doctorate of Musical Arts
in Percussion Performance. Matthew Geiger is a student of Professor James Campbell.

Program Notes
While living in Colorado, I experienced the awe-inspiring natural beauty of the region when I set
out to hike a “fourteener”, a mountain peak above 14,000 feet. I will never forget the serenity and
perspective gained from the view at that altitude, seeing the Continental Divide, and the majesty of it all.
Torreys Peak is a reflection of that experience. Impressions from the hike are portrayed through the
emotions of each section: Tranquil, With Anticipation, Resolute, Marveling, and Proudly. (BSM)
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Dr. Brian S. Mason, Associate Professor of Percussion, coordinates the percussion studies
program at Morehead State University in Morehead, KY and is respected worldwide as a leader in the
marching percussion activity through his work with the Cavaliers, Phantom Regiment, and the Santa Clara
Vanguard. Brian is a member of the Percussive Arts Society Board of Advisors, President of the KY
Chapter of the Percussive Arts Society, Associate Principal Percussion with the Lexington Philharmonic
Orchestra, Principal Percussion for the Cave Run Symphony Orchestra, and appears as a guest artist with
high school and university percussion ensembles across the US. He is a performing artist for Mapex
Drums, and Majestic Percussion, Vic Firth sticks and mallets, Zildjian cymbals, Evans drumheads, Black
Swamp Percussion, and Etymotic Hearing Protection, and his original works are published through RowLoff Productions, Bachovich Music Publications, and Tap Space Publications.
55 Bells is my attempt at writing a piece for “vibraphone four hands” in the tradition of piano
works such as Schubert’s Fantasy in F minor and Shostakovich’s Suite in F-sharp minor, Op. 6. The work
should sound as if coming from a single instrument. The meaning behind the title and music is left to the
performer or listener to interpret. 55 Bells was commissioned by Matthew Geiger for his doctoral solo
recital at the University of Kentucky. (BN)
For more information on the composer and performer, visit briannozny.com
From Carl Sagan to Salvador Dali, Albert Einstein to Johann Otto van Spreckelsen, Hermann
Minkowski to Christopher Nolan, a ravenous curiosity for a dimension outside our perceptible three has left
physicists, artists, architects, and mathematicians alike to conceptualize a multitude of interpretations
beyond the physicality of our own world. Historically, ranging from complex mathematical models and
intricate thought-experiments to the evocation of omnipotent vessels with the ability to bend the immensity
of space-time, the hypercube – or “tesseract” – has been a commonly drawn upon entity from this multidimensional perspective. Though this geometric figure has been associated with supernatural and
metaphysical capabilities throughout literature and film, the tesseract is simply the four-dimensional analog
of a cube, similar to the relationship between a two-dimensional square and the three-dimensional cube.
Written for solo vibraphone and pre-recorded mallet keyboards, Tesseract is the result of my
exploration between the multiple aural “dimensions” unique to these instruments and the rhythmic
capabilities they so naturally manifest. Rather than leading the listener through a programmatic narrative,
the soloist acts as a sort of constant between the evolving layers and textures throughout, much like the
tesseract serves as a point of reference to the fourth dimension. This work draws notable inspiration from
the hypnotic and visceral music of Nils Frahm, Dawn of Midi, and Alejandro Viñao. Tesseract was
commissioned by Matthew Geiger. (FP)
For more information on the composer, visit www.perezperc.com
El Perro Semihundido – translated to the half-buried dog or simply just the dog – is a painting by
Francisco de Goya. This is one of fourteen in a collection known as the Black Paintings. During the last
years of his life, Goya moved into isolation and began painting works on the walls of his villa, not meant
for the public. These paintings reflect his negative outlook toward humanity and life. The Dog is a clear
image of his isolation and despair. In a vast canvas of sand-colored emptiness, the dog’s head emerges
from below, only to look up at a master who is no longer there (or perhaps never was). Goya’s Dog is an
attempt to capture these simple emotions: loneliness, emptiness, and desperation. The unrelentingly
repetitive main theme presents throughout the piece with slight variations, each emulating a different aspect
of the myriad of emotions inherent in Francisco de Goya’s work of art.
Tribus Coloribus is the result of several interactions I have had with Matthew over the last year.
It began after a few very creative days at Morehead State University, where the MSU percussion studio and
I performed a really fun and exciting concert. Matthew was one of the guest artists at the concert, and he
gave me a ride back to Lexington after. We had a great discussion about music, from how to practice to
perform and all things in between. I was asked the question if I could compose a solo piece for vibraphone.
My immediate thought was wondering if he would like to surround the vibraphone with some marimbas
and other keyboards in the percussion family for exposure and support. I really like the blend of the mallet
instruments. So, by the time the ride ended at James Campbell’s house–who is always very creative–my
brain was spinning!
Back home, I wrote the first movement Cogiationes (Thoughts), inspired from Swedish folk songs. The
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second movement, Repente (Bounce) was composed at Charles De Gaulle airport. Thanks to a cancelled
flight and many hours to the next, I was able to turn it into a creative day. Girum took a while to get down
on paper, coming from an idea i had after working with my new loop pedal. Girum translates to
roundabout, and I think that is a great picture of how the piece grows and develops compositionally. (AA)
For more information on the composer, visit www.andersastrand.com
Puma Punku is part of a large, ancient temple complex near Tiwanaku, Bolivia constructed
around 600 AD. Tiwanaku is significant in the Inca traditions because it is believed to be the site where the
world was created. At its zenith, Pumapunku (the door of the puma) is thought to have been decorated with
elegant, brightly colored ornamentation, and trafficked by costumed residents decked in exotic jewelry.
The soundscape reflects that this region functioned as a spiritual and ritual center for the Andean
world that attracted pilgrims from far away. The nearby Illimani mountain peak was believed to be home to
the spirits of their dead, and harvesting of hallucinogenic plants created psychoactive substances that
amplified the spiritual significance of the area. The Tiwanaku people also incorporated human sacrifice into
their culture. The rapid abandonment of this settlement around 1000 AD was likely caused by an extended
drought that inflicted devastation on the environment.
The material for the solo vibraphone is constructed from an Octatonic scale that derives its pitch
algorithm from the numbers and direction of the geographic latitude and longitude of the site. The piece is
dedicated to Matthew Geiger (JBC)
For more information on the composer, visit finearts.uky.edu/faculty/music/james-b-campbell
V is part of an ongoing series for vibraphone + x (in this case, x = 0). vi for piano and vibraphone,
vii for harp and vibraphone, and vv for two vibraphones accompany this work in spirit. I am particularly
interested in the instrument’s long resonance that—with some struggle and inconvenience—can be
manipulated to produce a composed decay. All five movements of v start with the same chord, but each has
distinctive characteristics. The first movement’s bipolar temperament is a reminiscence of Robert
Schumann’s frequent digressions in his piano works. The second is a cute dance movement in binary form.
The third is inspired by the second movement of Beethoven’s op. 81a, with its poignant expressions of loss
and longing (for his patron Archduke Rudolf, not his lover). The fourth is a “petite” play between “white”
and “black” keys. The last movement is a dodecaphonic tempo canon with some distorted flashbacks of
preceding movements. V was written in August 2015 for Matthew Geiger. (JS)
Juri Seo is a composer and pianist based in Princeton, New Jersey. She seeks to write music
that encompasses extreme contrast through a unified and fluid, yet complex, structure. She merges some of
the fascinating discoveries from the music of the past century—particularly an expanded timbral
imagination and the structural open-mindedness—with her deep love of functional tonality, counterpoint,
and classical form. Her music explores the serious and humorous, the lyrical and violent, the tranquil and
obsessive by way of fast-changing dynamics and tempi. She hopes to create music that speaks to the
subconscious, music that loves, music that makes a positive change—however small—in the world through
the people who are willing to listen to it.
Her composition honors include the Goddard Lieberson Fellowship from the American Academy
of Arts and Letters, the Kate Neal Kinley Memorial Fellowship from the University of Illinois, and the Otto
Eckstein Fellowship from Tanglewood. She holds a D.M.A. from the University of Illinois at UrbanaChampaign where she studied with Reynold Tharp. She has also attended the Accademia Nazionale di
Santa Cecilia (Rome, corsi di perfezionamento with Ivan Fedele) and Yonsei University (Seoul, B.M.).
Since 2009, she has been a composition fellow at the Tanglewood, Bang on a Can, and SoundSCAPE
festivals, the Wellesley Composers Conference, and the Atlantic Center for the Arts. In Fall 2014, she
joined the composition faculty at Princeton University as Assistant Professor. She currently teaches
composition and counterpoint.
I wrote Ephemera with the hopes of blending the modern sound of “drum-n-bass” with the timbre
of the vibraphone. Throughout the piece, the vibraphone part is usually doubled in some sort of synthesizer
voice, making the contrast between the acoustic and electronic sound almost indistinguishable. The role of
speaker panning is also prevalent, turning the live performances into a 3D environment through the use of
large amps placed on either side of the stage. The meaning of the title is left up to the discretion of the
listener. (CS)
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Connor Shafran (C. Snow) is pursuing a Bachelor’s degree in Music and German at the University
of Kentucky, studying under James Campbell. While at UK, he's been commissioned by several chamber
groups and solo performers, presented at the National Conference of Undergraduate Research, and received
premiers and recordings of original works by the UK Percussion Ensemble, the Apollo Clarinet Quartet, the
UK Trumpet Quintet, and the Central Kentucky Youth Orchestra in collaboration with the Lexington
Philharmonic Orchestra. In 2013, Connor received the Emerson full-tuition scholarship to attend the
Interlochen Summer Arts Camp, and also won PIW World Championships with the indoor percussion
group RHYTHM X. From ’14 through ’15, he won multiple composition contests, including the Portland
Percussion Group’s “Nothing With Wheels,” the KMEA Annual Call for Scores, and the Lee University
Percussion Ensemble Call for Scores. He currently publishes through TapSpace Percussion Publishing.
I would like to thank all of the composers for their beautiful music and their patience and efforts
working with me to make this project come to life. It means a lot to have each of you – who are so
connected to my life as a percussionist but more so as a person – put your unique voice into this. I am so
grateful for all of my family and friends for all of their unrelenting support. I am especially thankful for
Jim, who never stops guiding me in the right direction; and for Noz, Franco, Nick and Alex for lending
your practice hours, rehearsal nights, and performance talents to this recital.
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Matthew Geiger

In a DMA Chamber Percussion Recital
with Hye Jin Yeom | Piano
and Nick Bolchoz, Emily Durocher,
Jeremy Maytum, Francisco Perez | Percussion

May 15, 2016
Singletary Center for the Arts, Recital Hall
2:00 PM

*Note: Latecomers will be seated at intermission
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PROGRAM
Catching Shadows (2001 Rev. 2013)
Jeremy Maytum, Marimba

Ivan Trevino
(b. 1983)

v (2015)
Juri Seo
Prologo
(b. 1981)
vv (2015 Rev. 2016)
Nick Bolchoz, Emily Durocher, Jeremy Maytum, Vibraphone
Hiakústicos (1998)
Haiku del alba (Dawn)
Haiku del mar (Sea)
Haiku del viento (Wind)
Haiku de la isla (Island)
Haiku de las dunas (Dunes)
Haiku del volcán (Volcano)
Haiku del árbol seco (Dead Tree)
Haiku del agua (Water)
Haiku de la palmera (Palm Tree)
Haiku del escarabajo (Beetle)
Haiku de la rana (Frog)
Haiku de la libélula (Dragonfly)
Haiku de su mirada (Her Glance)
Haiku de las niñas (Girls)
Haiku del ocaso (Sunset)

Enrique Guimerá
(1954-2004)

Nick Bolchoz, Emily Durocher, Jeremy Maytum, Francisco Perez, Marimba

The Red Lion (1988)
Django
Wedgewood

Warren Benson
(1924-2005)
Hye Jin Yeom, Piano

Udacrep Akubrad (2004)
Francisco Perez, Marimba

Avner Dorman
(b. 1975)

For recording purposes, please hold applause until after each set/piece and have cell phones on
silent. No flash photography, Thank You!
This recital is presented in fulfillment of the requirements of the Doctorate of Musical Arts in
Percussion Performance. Matthew is a student of James Campbell.
Program Notes
The original marimba duo version of Ivan Trevino's Catching Shadows adds a tasty piece of artrock to the repertoire. This very audience friendly piece blends the worlds of artistry and
popularity very tastefully.
Some very quick split lateral licks will test the technique and timing of both players, not to
mention the high level of energy they must maintain for most of the piece.
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Ivan Trevino is an award-winning composer, percussionist, and rock drummer currently living in
Austin, TX. As a composer, Ivan’s music is regularly performed around the world and has
become standard repertoire in the field of percussion. He is a multi-award winning recipient of
the Percussive Arts Society’s International Composition Contest and has composed over 30
works for the percussion idiom, many of which were commissioned by leading performers and
universities in the field. 2015 featured six world premieres of commissioned works by Ivan, two
of which were debuted at PASIC 2015.
V and VV are part of an ongoing series for vibraphone + x. v for solo vibraphone, vi for piano
and vibraphone, vii for harp and vibraphone, and vv for two vibraphone. I am particularly
interested in the instrument’s long resonance that—with some struggle and inconvenience—can
be manipulated to produce a composed decay. -JS
Juri Seo is a composer and pianist based in Princeton, New Jersey. She seeks to write music
that encompasses extreme contrast through a unified and fluid, yet complex, structure. She
merges some of the fascinating discoveries from the music of the past century—particularly an
expanded timbral imagination and the structural open-mindedness—with her deep love
of functional tonality, counterpoint, and classical form. Her music explores the serious and
humorous, the lyrical and violent, the tranquil and obsessive by way of fast-changing dynamics
and tempi. She hopes to create music that speaks to the subconscious, music that loves, music that
makes a positive change—however small—in the world through the people who are willing to
listen to it.
Written for five marimbas, Haikústicos is a musical work that features fifteen short musical
depictions of Japanese haiku. Used to provide musical imagery, Guimerá utilizes extended
techniques and spatial musical writing to capture the essence of each individual haiku. Within the
percussion ensemble repertoire, Haikústicos is truly unique in this musical design.
Hailing from the Canary islands of Spain, composer Enrique Guimerá is best remembered for his
eclectic musical style which led to a multi-faceted career spanning musical theatre, popular music
such as jazz and rock, and film music. As such, the music of Guimerá features a fusion of
musical styles that truly resembles modern day composers.
The Red Lion owes its title and style to the composer’s early years in the music department of
Cass Technical High School in Detroit – A lively jazz city at that time. -WB
The first movement features a vibraphonist fighting for dramatic, free recitative against a pianist
who sways him to swing. When he finally succumbs, the piano begins its own recitative, both
finally resolving to distinct riffs to finish the movement. The second movement features a
pleasant and polite interlude that finishes softly and into the air.
As a composer, Warren Benson is best known for his moving song cycles and dynamic works for
percussion and winds. Composer of more than 100 works, his music has been performed in more
than 40 countries, and many of his works have been recorded. He was a founding member of the
Percussive Arts Society, and was elected to its Hall of Fame as well as to the National Band
Association Academy of Excellence.
In Udacrep Akubrad, I have chosen a similar set of percussion instruments for each of the
players: a marimba, two Darbuka, and a tom-tom. This piece draws its inspiration from the music
of our region, extending the Eastern boundaries as far as the Indian sub-continent. The main
source materials in this piece are scales and the rhythms emanating from the traditional classical
music of the peoples of the Mediterranean on the one hand, and on the other: a repetitive
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minimalism, prevailing also in the music tradition of the Middle East, but in this piece depending
on a technique that has been developed during the last thirty years. - AD
A native of Israel now living in the United States, Avner Dorman draws on a variety of cultural
and historical influences in composing, resulting in music that affects an emotional impact while
exploring new territories. His works utilize an exciting and complex rhythmic vocabulary, as well
as unique timbres and colors in orchestral, chamber, and solo settings. The world’s finest
orchestras, conductors, and soloists regularly perform Dorman’s music, and many of his
compositions have become contemporary staples in the repertoire. He holds a doctorate in
composition from the Juilliard School and serves as Assistant Professor of Music Theory and
Composition at the Sunderman Conservatory of Music at Gettysburg College.
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UNIVERSITY OF KENTUCKY
SCHOOL OF MUSIC
PRESENTS

The Compositional Aesthetic of
Anders Åstrand
By

Matthew Geiger

In a DMA Percussion Lecture Recital

TOPICS TO BE COVERED
The life and career of Anders Åstrand
Anders’ Recording Studio
The Improvised Compositional Process
Original composition using Anders’ Process

February 12, 2017
Singletary Center for the Arts, Recital Hall
7:00 PM

This recital is presented in fulfillment of the requirements of the Doctorate of Musical Arts in Percussion
Performance. Matthew Geiger is a student of James Campbell.
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